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INTRODUC·J:IOH 
The Bauhaus influence is of particul&r interest to Art 
Education in America because this influence was concerned 
with achieving a synthesis between the artist and the machine. 
Mass technology has caused a revolution in the social pattern 
which in turn has produced a split between art and industry. 
Democratic mass society in the United States has developed 
a responsibility for educating all of its citizens and our 
educational system has recognized that aesthetics is necessary 
to develop a creative society and to develop creative indi-
viduals. Thus it is through Art EducatLm, as part of our 
general education that this responsibility to develop creative 
individuals has become concerned with the problem of rejoining 
aesthetics and !Jass technology. The Bauhaus recoe;nized that 
technolor;y by itself ;,rould ul tim2.tely lead to a static society 
and became one of its ma jar concerns, along 1·1i th the education 
of s ociet~ in t~"':.is regard. Thus, the concern of tile Bauhaus 
and the concern of American Art Education parallel each other. 
THE PROBL£ivl 
American Art Education in its recognition oi' the same 
problems as those of the Bauhaus, has accepted its influence. 
It is the concern of thld study to evaluate the extent of 
this influence in the solution of American Art Education's 
problems of rejoining art and teci:mology. 
4. 
It is the further purpose of this study 
to discover if this influence is still a part of o~r Art 
Education philosophy. The problem that exists between the 
acceptance of the Bauhaus theory and the actual practice of 
this theory, is also a part of this study's concern. 
Definition ~ ~ ~' Bauhaus. The Bauhaus school 
came into existence in 1919 at Weimar, Germany. Under the 
directorship·of Walter Gropius it became an experiment in 
education to synthesize aesthetics and mass technology. Pre-
vious to 1919 the school had existed as two separate insti-
tutions, one concerned with Crafts and the other with Fine 
Arts, as the Weimar Art Academy and the Weimar Arts and Crafts 
School, .under the sponsorship of the Grand Duke of Sachen-
Weimar-Eisenach, Westphalia. Walter Gropius joined these two 
schools as Das Staatlicke, Bauhaus, Weimar, known simply as 
the Bauhaus, the term which will be used throughout the study. 
As all design possibilities present themselves in the 
stream of cultural expansion some one individual or group must 
shape these posaibilities into concrete form. The Bauhuas 
school was a practical application of some solutions ~or 
these possibilities. The purpose of the school was therefore 
extensive in scope. The r~sults were dynamic in an organic 
manner which had been predicted in the original concept of 
Walter Gropius. The Bauhaus theories which evolved, to solve 
the problem of educating the artist in a technological so-
ciety have affected theories of Art Education in the United 
States in many ways. 
s. 
THE DESIGN OF J.:HE STUDY 
It is important to this~udy to relate the Bauhaus 
to other philosophies of art to discover the meaning of art 
to our society. The academic approach to art in the 19th 
century was one of separation of technology and aesthetics. 
The industrial revolution brought with it a mechanized material 
culture of shallow aesthetic purpose. The Bauhaus philosophy 
believed that mechanized life would destroy man unless the 
schism brought about in the 19th century was reconciled. 
This meant a revolution in the fabric of society itself. The 
problem of the relation of art to society then presents itself. 
If art is a basic part of life, and not a separate part of 
life, then art must be related to philosophy or the beliefs 
of society. Therefore this study contains a brief review 
of theories of art that are related to society through social 
history, science and education. These theories either paral-
lel or have evolved from the Bauhaus influence. 
An investigation of the Bauhaus School and a brief 
history of the school places it in a social context for this 
study. A short biography of Walter Gropius, the founder of 
the school, his philosophy and a presentation of the pragmatic 
form of the school will clarify its purpose in evaluating 
the Bauhaus influence. 
Further establishment of the Bauhaus influence is a short 
investigation of American Art Education from 1930 through 
1940 to serve as necessary background for this study. 
6. 
Many of the major instructors of the school were forced 
to leave Germany during the thirties and many became important 
influences in the United States. Therefore a survey of some 
of these men establishes direct contact 'rri th the Bauhaus influ-
ence in the decade including and following that of American 
Art Education of 1930 through 1940. 
The Bauhaus influence is established in a review of 
American Art Education philosophy from 1950 to 1960. The re-
view of this decade for the purpose of this study reveals 
problems of misinterpretation and practice in relation to the 
Bauhaus influence. 
Because of these problems and to establish the extent 
of practical application of Bauhaus influence a survey of 
American Art Education is a part of this study. A question-
naire was devised to contrast the acceptance of Bauhaus 
theories and their practice with the acceptance and pracitce 
of other theories of Art Education. The questionnaire was 
sent to Art Educators in two groups of states. The states 
were classified as ttprogressive" or 11non-progressive 11 on the 
basis of subjective considerations as percieved by the writer. 
The names of the educators were gleaned from Art Education 
journals of the last two years and from College evaluation 
journals. 
An evaluation of the information resulting from the survey 
questionnaires is a comparison of means of responses. 
The comparison of means is a contrast of perce~tages of re-
sponses for Bauhaus theory and practice :ri th percentages of 
responses for other theories and practice. 
• The evaluation from the survey and information from the 
reviews of literature of the Bauhaus and American Art Education 
are summarized to establish the extent of the Bauhaus influ-
ence. 
A final chapter presents implications for the future as 
a result of the problems and the influence of the Bauhaus that 
are part of the apparent dilemma of American Art Education. 
8. 
CHAPTER II 
RELAfiONSriiP AND EAPL~~ATION 
OF OTHER PHILOSOPniES OF ART 
The theory and philosophy of Art Education which defined 
the place of art in society, developed early in the 20th 
century in response to the 19th century concept of "art for 
art's sake." The concept of art for the masses and the aca-
demic approach that art was for the few or that aesthetic ap-
preciation was a thing apart from the everyday workings of 
society have resulted in a redefinition of what art is. The 
following authorities represent, for the purposes of this 
study, the large field of art philosophy that has developed 
in the swiftly changing social structure of the 20th century. 
The brief survey of this literature, presented here, reveals 
a relationship to the Bauhaus. The Bauhaus theories purpose-
fully began to change society itself in order that art should 
again serve as a fundamental balance to man's creativeness. 
The relationship of the theories to the Bauhaus, displays 
either a parallel, as with John Dewey, or a direct connection 
with the Bauhaus as with Herbert Read. Arnold Hauser serves 
to elucidate the meaning of art to society. Suza~me Langer 
and Collingwood explain what art is, in terms that fit the 
philosophy of a 20th century concept developed from science 
and psychology. This review of literature pertinent to the 
study serves as a common ground from which a better compre-
hension of the implications o:f the Bauhaus influence can be 
gained. 
Arnold Hauser traces a sociological history of art from 
prehistoric times to the present. He maintains that art is 
inseparably linked with society, ideas and philosophies. He 
says, 11 There is no doubt that the conception of man held in 
any particular epoch is socially conditioned and that choice 
as to vrhether man is portrayed in the main as an autonomous 
personality or as the representative of e class depends in 
every age on the social approach and political aims of those 
who happen to be the upholders of culture. 111 
Because our culture is a mass culture then there is an 
inference that the masses in the 20th century may become the 
upholders of culture. If our mass society is the upholder of 
culture then, mass art can have a direct influence on society. 
There is then a relation between Hauser's social outlook or 
conclusion and the Bauhaus philosophy. The Bauhaus philosophy 
requires the artist to assume a responsibility for the aesth-
etic character of technology. An interrelationship therefore 
between mass art and mass technology must result. The responsi-
bility for Art Education becomes a concern with mass aesthetics 
which parallels that of the Bauhaus for aesthetics and mass 
1Arnold Hauser, A Social History ~ ~' Vintage Books, 
New York, 1958, Vol III, p 91 
10. 
technology. The problems of philosophy, sociology and 
esthetics, at this ::·oint become so large in scale that they 
reveal the need for a study in itself. For the purposes of 
t~e present study, it is sufficient to recognize that Hauser's 
theory is aware of the problem of mass aesthetics in relation 
to society. 
A further relationship with the Bauhaus is evident with 
Hauser's theories 1-rhen he says, "Art is seized by a real mania 
for totality. It seems possible to bring everything into 
relationship with everything else, everything seems to include 
within itself the law of the whole.n2 Alexander Dorner, a 
member of the original Bauhaus refers to this form of thought 
as a unification of mankind through art.3 Hauser's theory, 
therefore recognizes the organic unity or de3ire on the part 
of the Bauhaus concept to relate art to all of society. He 
is, however, in disagreement with the idea. Hauser believes, 
11 In a world in which everything is significant or of eq_ual 
siGnificance man loses his pre-eminence and psychology its 
authority."4 He is therefore concerned with our present pro-
blems of mass society and loss of individuality. This con-
cern and his disagreement with totality point to a social 
dilemma evident in our Art Education theories that exists 
because it is caught in a social evolution. This dilemma is 
2Arnold Hauser, A Social History ~ ~' Vintage Books, 
New York, 1958, Vol III, p 91 
3 Alexander Dorner, ~~Beyond~' Wittenborn Bchultz, 
Incorporated, New York, 1947. 
4 Arnold Hauser, A Social History Qi ~~ Vintage Books, 
New York, 1958, Vol IV, p 237. 
11. 
a result of humanist theories of 19th century academician 
aesthetics that still separate art from the rest of society. 
This is the schism between art and technology which Bauhaus 
theory believed could be rejoined through organic unity or 
a sense of totality. 
Therefore, Hauser differs with the Bauhaus in this re-
gard. He believes that artist is pre-eminent and a bit apart 
from society. Never the less, with this in mind he says, 
" ••• a revolution must first change society before it can change 
art, although art itself is an instrument of this change and 
stands in a complicated relationship of reciprocal action and 
reaction to tne social process."5 The important idea here, 
is his belief that art is an instrument of chanGe in society. 
Further he states that a revolution must firs~ change society, 
before it can change art. It is this recognition of the nee-
cessity to change society that motivated the Bauhaus. Further 
the sense of reciprocal relation of art in society is an 
inference to the Bauhaus concept of an interralationship of 
art, sociology and psychology and science, if the reciprocal 
concept is extended. John Dewey was also aware of this re-
volution in society. He believed that one of the larger 
contributions of our ne'fi age was that nothing is too humble 
or insignificant to be included in the realm of art. Here 
5 Arnold Hauser, A gocial History ~ ~, Vintage Books, 
New York, 1958, Vol IV, p 237. 
12. 
is a sense of interrelations or totality. Dewey says, "This 
is the same revolution that led to new-scientific procedure.tt6 
Dewey's idea, therefore appears to be an awareness on his 
part, that mass society is producing a new 11public 11 era. 
This era is now begin-"ing to define the role of art for a 
mass society. Gilbert Seldes has developed this idea fur-
ther and maintains we are in an era of "public arts", which 
the mass of society is responsible for and have valid rights 
to control. Seldes in agreement with Hauser, recognizes that 
there are therefore interconnections that cause reverberations 
throughout society.7 
A further kinship between these ideas exists as Hau-
ser refers to a mass social economics. He points out that to-
day for the first time, mass media and payment by the public 
for services rendered have become a decisive factor in history 
of art. Television, radio, film, advertising and mass pro-
duction exist because of consumer payment. This thought rec-
ognizes that aesthetics should become a responsibility of 
a lar6e majority through business, economics and the tremen-
dous power of mass media. This belief in mass aesthetics was 
a motivation for the creation of the.Bauhaus school itself. 
Hauser, as an important theorist of society and art has 
drawn conclusions W.i.:..ich point to a synthesis of society and 
6 John Dewey, ~ ~ Experience, Capricorn Books, G. P. Put-
nam's Sons, New York, 1958, p 340. 
7 Gilbert Seldes, ~ Public ~' Simon and Schuster, New 
York, 1956. 
13. 
aesthetics. Art has an interrelationship iii th society that 
becomes more complex lrith the growth of culture. The artist 
is growing away from a separation of fine art and applied art. 
One of the most important conclusions therefore, in relation 
to the study is, that art can be an instrument in the changing 
of society. 8 
Sir Herbert Read maintains that art is society. He says, 
11Life ••• is intelligence, is creative, is art. 11 9 Our growth 
or evolution has been achieved by art. This idea immediately 
involves his theory with aesthetics. Therefore he believes, 
"The esthetic is determined by the contribution values give 
to whatever structure of experience in turn gives to the 
organism."10 This means then, that we have developed society 
through discrimination based on value judgments. We choose 
things for what they mean and for their •rrorth to us. This 
emphasis on value therefore involves his theory with the in-
fluence of technology on present day discrimination. He says 
in this regard, "By his faculty of assimilating sensuous im-
pressions from material things ·to the human being found his 
place in the world. A process we are using less and less ••• 
A technological culture has a devastating effect on this 
process of discrimination.ll 
8 Arnold Hauser, A Social.History of Art, Vintage Books, New 
York, 1958, Vol III p 147. 
9 Herbert Read, 11Art and Life", Saturday Eyening Post, p 35, 
Supt. 26, 1959. 
10 ~' p 35. 
11 Il2.,jJ1, p 35. 
14. 
Here, then is the same Bauhaus concern 'i'li th a separation be-
tween aesthetics and technology. 
In further comment on this schism Read is concerned that 
·we have allowed only a marginal space for art which is so im-
portant to values in culture. If c:cwice i[; to 1:.'€ Lle.inte..ined 
through stereotyped production then the basic ability to 
discriminate values is lost. When this happens, society loses 
its moral and esthetic purpose and life l2cks meaning. For 
instance Read further states, " •.• unles;:, the common man is 
very uncommon the usual forms of education and social integr-
ation have already become deaf to any appeal to art. He 2ay 
acquire the pattern of appreciation - but is not moved, is not 
changed. n12 This sense that a tecb.nolo.;;ical ase can create 
a static society is the same concern that became the res-
~onsibility of Bauhaus theories. Therefore these theories, 
Read 1 s and the Bauhaus have a meeting place in education. 
Read says, "To follow men like Walter Gopius and the philos-
ophy of institutions lilce the Bauhaus, man must do thin;s with 
his mind and feeling, exercise his inherent 2;ift for discrim-
ination before it disappears."l3 To maintain a balance be-
tween intellectual and emotional qualities Read is then, con-
cerned with the education of society. He 1'!arns ths t unless 
12 Herbert,Read, jhilosophy ~Modern Art, Meridian Books, Inc. 
New Yor~, 1953, p60. 
13 Herber-t Read, "Art and Life", Saturday J!.yening ~' p 35, 
Sept. 26, 1959. 
15. 
we recognize the value of art we shall continue to participate 
in the insanities of war that alternate with the apparent 
boredom of peace time. We are not using our innate sensibili-
ties as a creative force to develop a life with meaning. 
Irwin Edman in the early part of this century recognized this 
same concern of the Bauhaus and Herbert Read. He believed 
that art served as a moral purpose for man and was c. form of 
universal intelligibility, in the sense that there was an 
interrelation between our arts and our cul ture: .. l meaning or 
purpose. Edman further believed that civilization itself was 
an artfbrm. 14 These theories then infer that the interrelations 
between aesthetic discrimination and technology are fundamental 
to a culture in order to maintain creative purpose. 
A further comment on relationships exists >·Ti th Read's 
belief in a rele:1tion between art and science. "Essentially 
the mathematicia~ is an abstractionist but does not possess 
or has not developed the ability to expreGs his conception in 
a plastic medium. Art is as old as that art which studies the 
elements of form and ::j,umber embodied in the structure oi' the 
universe."l5 Gyorgy Kepes, a former member of the Bauhaus, 
14 Invin Edman, AI,:!& s;:.nd ..Jll.5l ~' A short Introduction to 
Aesthetics, w. w. Norton Company, Inc. Nevr York, 1939. 
15 Herbert Read, Philosophy ~ Modern ~' Meridian Books, Inc. 
Ne1'1 York, 1953, p 88. 
16. 
says much the same thing. ttscientists and artists both reach 
beneath surf~ce phenomena to discover basic natural pattern 
and basic natural process."l6 This relationship between art 
and science is theoretically accepted today. This is a basic 
part of the Bauhs.us philosophy that maintained art, society, 
technology, science and education should relate to each other. 
In reference to this idea Suzanne Langer believes that both 
art and science deal v'li th abstraction and form, yet they are 
different l;:inds of the same thing. Her theor;v maintains that 
the artist uses non-discursive form: the scientist uses dis-
cursive form. Langer clarifies this ~,;hen comparins art 2.nd 
science. " •.• discursive symbolism is appropriate to science 
and artistic symbolism to the conception and expres3ion of 
vi tal experience, or 1--rhat is commonly termed the life of feel-
ing.'nl7 This brings tQ.e study to inquire into present redef-
initions of art from a psycholo;ical or scientific point of 
vie-;-;. 
Suzanne Langer develops a theory, in this re-:;ard that 
~ 
maintains art is 1. f2!m, 2. expression, and 3. creation. The 
follo'i-rin; excerpts briefly explain -vrh<::t sJ:1e Deans by ti.lis. 
16 Gyor~:;y Kepes, The visual ~ Today, liesleyan Unive~s i ty 
Press, 1-'liddle'to"t,-rn, Conn. l::1b0, p ;6. 
17 Suzanne Langer, Problems Qf ~,Charles Scribner's Sons, 
New York City, 1957, p 167. 
17. 
111. Artistic forms are more complex t:~an 
any other symbolic forms we know. They 
are indeed, not abstractable from the 
works that exhibit them ••• 
2. A work of art expresses a concept of 
life, emotion, inward reality. But it is 
a developed metaphor, a non-discursive 
symbol that s.rticulates wh~t is verbally 
ineffable-the logic of consciousness it-
self ••• 3 •.• that it seems to be a living 
form, created, not mechanically contrived, 
for the e~pression of a meanin; th~t seems 
inherent in the <-rork its elf: our o1m 
sentient beins, Reality."l8 
If there is agreement thc:.t art comprises these three 
conceptions, form, expression, and creation, then her the-
ory fu ... ther recognizes that lie e.re noYT en.; at; ed in a struszle 
to define terms in art. This is an importe:.nt conclusion and 
is treated in the final section of the study in relation to 
Art Education. It will suffice for this brief review to say 
that we are q_uestioning meanings (philosophy). In this re-
gard then, also Langer's theories are part of the social evolu-
tion concerning art the:.t has connected the tr1eories review·ed 
thus far. The technological revolution and the development 
of science h~s led t~e philosophy of art into relstions with 
sociology, science and psychology. John Dewey recognized the 
obvious revolution for our changing society caused bJ the 
growth of natural science and technology. In this connection 
he says, " ••• these new forces are so new that the attitudes 
and consequences have not been digested into integral elem-
ents of experience •••• Science has brought a radically novel 
conception of physical nature and of our own relation to it."l9 
18 Suza.me Langer, Problems .Qi A,tl, Charles Scribner's Sons, 
New York City, 1957, p 25, p 26, p 58. 
19 John De:Tey, Art As Experience, Capricorn Books, G. P. Put-
nam's Sons, New York, 1958, p 337. 
, Q 
This concern with the reverberations caused by mass technology 
and thus science in :Jur society led to the Bauha.us concern as 
explain~d in the study in the section on the founder of the 
Bauhaus, Walter Gropius. 
In an effort to define the new place of art in society, 
Lan,ser furtl1er emphasizes that art expresses tts ignificant for", 
a term that tends to bring together these related theories. 
Art becomes a fundamental social factor, a language of ex-
pre:Jsion that must be honestly maintc.ined if we are to continue 
as a creatively active societ~. This Nas a concern of the 
Bauhaus; society must develop its creativeness towards meaning 
or significance. The Bauhaus-philosophy was a precursor of 
the realization th£t esthetic judgments are related to moral 
and ethical solutions of social problems tov-rards a survival 
of value,' in the same manner that Read has outlined in the 
previous references. 
In relation to the idea thc..t art is s:. fundamental that 
expres3es 11si;;nificant form", R. G. Colling;;-rood believes art 
is a language in two ways. Art is both intellectual and expres-
• 110 . . 1 .._, . ith . I t 1 sJ.ve. .. _ rJ.gJ.na . .~..orm .. was expressJ.ve w no meanJ.ng •.• n e -
lectualized form has both expressiveness and meaning. If art 
i.:; expres;3ive and imasinative it mu2t be a language •.•• it does 
not use a ready made language - but create.::; it as it goes along. 11 20 
20 R. G. Colline;v-rood, ~ Principles ..Ql: M1, Galax;:/ Book, 
Oxford University Press, New York, 1958, p 332. 
19. 
'fhrough the common understanding of forms to express something, 
the intellect developed meanings for symbols, that is, language. 
Art is perhaps more b;~sic for it is eternally creating and 
constructint:; ne11 symbols for its lcind of language. Because 
art is fundamental, Oolling-vrood eque.tes it vrith honesty. "Art 
is not a luxury ••• we cannot afford to tolerate bad art. To 
knm-r ourselves is the foundation of all life that develops 
beyond the Derely physical level. Truthful consciousness gives 
intellect a firm foundation."21 -This concern with honesty of 
form was a part of Bauhaus theory. For the study thus far tnen 
it 1'lill suffice to recognize that art to reveal a truth must 
be honest in feeling. 
In this relation then, if through tsc~nology we produce 
materials for their 01·m sake, w·e will eventually corrupt our 
consciousness. Technology without an understs.nding of art is 
meaningless. It can reveal a society z,.s one embodyin;; point-
less endeavor. Collingwood unequivocally states, "Subject with-
out style is barbarism - style V>Ti th::;ut subject is dilettantism •• 
• art is the tvro together. tt22 There must be a balance bet-vreen 
emotion and intellect, a theme that appears in various ways 
throughout the grov-ring philosophies of art. In this regard, 
Collinguood encompasses the confused art of today -vrhich relies 
solely on sensation or style for impact and appeal. This oneway 
21 R. G. Collingl'mod, llJ& Principles .Qi. A.t::t,, G2.laxy Book, 
Oxford University ?res.:;, Ne;< York, 1958, p 332. 
22 ~' p 332. 
20. 
course relates to the ruor[.:.l purpose mentioned by Edman, the 
discrimination as the concern of Read and the Bauhaus concern 
lfi th aesthetics and technology. The concern expressed by 
Collingwood for style and subject committed the Bauhaus school 
to a search for honesty of form in art. 
This concern for honesty of form leads Collingwood to 
believe that art reveals the inner thinkin;; o~· a t~roup con-
sciousness. Art is a form of action. "Art mean.;:; ·che malring 
/ 
of -ching;; other then only the material •••• E:::pression is an 
·activity of uhich there can be no technique.tt23 The Bauhaus 
did not wish to develop a stereotyped stvle for this reason. 
The Bauhaus theory i.Yas thu.:; aware ths.t c..rt expresses the grow-
ing of group inner consciousness. The school theory of or-
ganic unity recot;;nized. many good solutions :E'or one ~Jro-
blem. lJecessi ty for freedom from the stereoty)ed towards 
creative thinkin;; is affirmed by Collingvrood. "To produce 
means used ••• which are in principle rer~lacea-Gle by some other 
means. 11 24 This is essentially the same philosophy that created 
the w·orkshop form of desi,:;n education in the Bauhaus. Here 
is c:~ relation then with honesty of form, in regard to 
aesthetics, mass technolog;;r and sociolot;y. Collint.::.vrood be-
lieves as previously stated that truthful consciousness gives 
intellect a firm foundation. In the same manner Langer is 
23 R. G. Colling\·rood, ~ Principles of ~' Galaxy Books, 
Oxford University Press, Ne\-r York, 1958, p332. 
24 l.:Q.jJi, p 269-27 4. 
21. 
concerned with the same idea. She suggests that art e~press 
the 11losic of consciousness itself 11 25 in agreement with 
Collingivood 's belief th2"t art uses 2.nd creates symbols that 
express an inner consciousness because art is concerned with 
honesty or truth. Langer's belief in "significant form 11 26 is 
a term th::ot tends to bring together all the previous theories. 
If art expres3es significant form it is fundamental to society 
and relates to Read's belief that art is life. Significant 
form HOUld also connect art with morality and ethics Gs the 
concern of Edman and also to the belief of Colling"t·;ood tk:.t 
it is a languabe of intelligence and emotion. The schism 
between art and technology then becomes a part of the problem 
of art philosophy, if art is, as theories sucgest, r: funda-
mental to society. 
In this connection John Dewey ·warned, 11 ••• the divorce 
of useful and fine art signifies ~ ~ than does the de-
parture of science from traditions of the past."27 Along 
-y;i th Gropius, the founder of the Bauhaus, Dew·ey understood 
values if profit is the only motivating force. De-.·rey 1 s phil-
osophy of education includes many correlations \ri th the Bauhaus 
approach to art as 1vhen he asserts, 11 ••• throuc;h communicat-ion 
art is an incomparable method of instruction. 11 28 He goes on 
25 Suzanne Langer, Problems Q! ~' Charles Scribner's Sons, 
New York, 1957. 
26 l..Q1.g. 
27 John Dewey, ~ .sil& Experience, Capricorn Boolcs, G. P. Put-
nam's Sons, New York, 1958, p 341. 
28 l.J2i..d, p 34 7. 
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to say th.s.t v-re are inclined to be repelled b~r this thought 
of art in a learning connection and that this attitude in 
itself is a detracting reflection on our methods. Methods 
which are so literal as to exclude imagination and not touch 
the desires and emotions. In reference to education and 
society De1'i'"ey affirms the Bauhaus. ttThe first intimations of 
vl"ide and larFe redirection of desire and purpo;:;e are of 
necessity imaginative.tt29 Here, again there is a relation 
to the pl1.ilosophies of art developing in this century. A con-
cern vri th a balance of emotion and intellect as -vri th Read. 
The schism of fine and applied arts which leads Langer and 
Collingwood to theories that art is fundamental expressive 
language. De-:·rey 1 s concern 1·ri th the social revolution in re.:. 
lation to science, as previously referred to brings these ideas 
into a relationship 1vi th mass society, and the concerns of 
Seldes and Hauser as aforementioned. 
Dewey's theories brought expression and freedom into 
our dusty educational system. The Bauhaus influence brought 
an experimental form to our art education. Alone; with the 
foregoin~ beliefs of the place of art in society and our 
growth in understanding uwhat art is 11 , the ne::t step is to 
search into vrhs-:.t vras the Bauhaus school its elf. The fore-
going review of literature has furnished a backsround for 
29 John Dev-rey, Art As Experience, Capricorn Books, G. P. Put-
nam's Sons, New York, 1958, p 341. 
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clearer understanding of the place of art in our society. It 
is bein0,: established th2.t art is connected 'iii tll the moral fab-
ric of society and that art can act on society in establishing 
the discrimination of values. In a psychological sense art 
is equated 'i'ri th ttsignificant formtt or an expression of inner 
consciousness. If the mass culture of our age has established 
that mass art is a responsibility of all of society then 
education as the concern of the Bauhaus, Read, Dewey, and 
Hauser is concerned -vri th aesthetics. The Bauhaus influence 
was a precursor in developing the awareness of a redefinition 
• 
of art. The foregoing theories have illustrated that the place 
of art in society is of fundamental concern to art education. 
The next concern then, is to understand the Bauhaus school 
which brou0ht about an awareness of this concern. 
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CHAPTER III 
THE BAUHAUS, GERMANY AND .AI-lliRIOA AND 
A ciTUDY-JURV.EY OF Al>lERIOAN ART 
EDUCATION. 
The Bauhaus School was conceived in Germany at the time 
of social unrest. This was the era of Kurt iveil, -rrhose music 
attempted to lay bare the synthetic values of society in the 
l920 1 s and 30 1 s. Both 'iieil and the Bauhaus School were ul-
timately forced to leave their native habitat and emigrate 
to the United States vrhere their ideas were permitted to 
flourish. 
1. BRIEF HI~TORY 
The Bauhaus concept began with men like William Morris 
of the Morris Ohair fame. He was unfortunately caught up in 
the ttpre-Raphaelite 11 group in England of the l850 1s. Gabriel 
Rossetti, a prime mover of the group, however, persuaded 
Morris to organize Morris and Company. This -v-ras a paying 
business of hand-craft design of furnishings to combat the 
ugliness of technological design at the time. The basic 
idea of the artist interesting himself in the mundane design 
of everyday life was a part of the Bauhaus and had its in-
ception at this time. The difference being that Morris would 
have nothing to do ui th macrlines, only hand-cra.ft, whereas 
the Bauhaus sought control of technology as a tool. 
Morris was a beginning in the right direction as were 
the vi tal ideas of men like Frank Lloyd w·right s.nd Louis 
Sullivan. These men designed and built successful innovations 
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in architecture, attempting to solve the separation of form 
and function. To these men in America and England the Euro-
-i peans owe some of their inspiration for the Deutsche Werkbund 
of Germany founded in 1907. The Werkbund was an effort to 
bring together both craftsmen and trade. Through this Hermann 
Muthesius endeavored to combine the Morris idea of arts and 
crafts lfi th a practical participation in production. 
There e~dsted, at the same time, the Weimar Art Academy 
and the lieimar Arts and Crafts School of Weimar, Germany headed 
by Henry van de Velde. In 1894 he had been part of a group 
called the "Free Aesthetics", completing the Folkwang museum 
at Hagen ·Nhich cemented him as the leader of a nev-; movement. 
This position brought him to the attention of the Grand Duke 
of Weimar. The Grand Duke offered him the post as head of 
the ~,Yeimar Academy to enlarge its scope. Experiment and re-
volution were in the atmosphere, society was undergoing great 
changes. Van de Velde improved the Academy and Crafts School, 
separately, and appointed Walter Gropius as hi,:; .succe3sor. 
Gropius, a follovrer of Huthesius in the lierkbund, developed 
the schools into l'ihat ~~e know as the original Bauhaus. 
The inclusion of these historical facts points to a 
significant social evolution. A development from the feudal 
patronage of the Grand Duke of ~"feime.r to the dynamic concept 
of the Bauhaus as a solution to problems of ~ society. 
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A continuity from royal patronage to eventual public support 
is evident. Here is a microcosm of social evolution taking 
place in one school. 
2. ~iAL'l'ER GROPIUS, FOUNDER OJ: :Lril:; BAUHAUS 
Walter Gropius had begun his career as an arcnitect from 
-vrhich his studies led him to broader theories enveloping the 
whole field of art. He realized that a practical and esthetic 
coordination must be brought about between culture and the 
machine. In 1919, he assumed the head of the Weimar schools 
and promptly combined them. Here is the actual beginning of 
the Bauhaus School. 
Gropius set forth his theory and organization of the 
school in a publica"cion, ttidee und Aufbau des Staatlichen 
Bauhauses Weimar 11 in 1923 after he had directed the school for 
four years. The folloi·ring excerpts present this theory and 
organization. 
111Ylechanized 1vork is lifeless, proper only 
to the life_-less machine. So long ho-;Jever, 
as machine-economy remains an end in it-
self rather than a means of freein __ the 
intellect from the burden of mechanical 
labor, the individual viill remain enslaved 
and society will remain disordered. The 
solution depends on a chanse in the in-
dividual's attitude toward his work, not 
on the betterment of his outward circum-
stances, and the acceptance of this new 
principle is of decisive importance for 
nel'r creative -vrork •••• the basis of collec-
tive education must be sufficiently broad 
to permit the development of every kind 
of talent. Since a universally applicable 
method for the discovery of talent does 
not e __ ist, the individual in the course 
of his development must find for himself 
the field of activity best suited to him 
~ri tt.in the circle of the community. 11 30 
30 Walter Gropius, Bauhaus t·ieimar 1919-25, Dessau 1925-28, 
Charles T. Branford Company, Boston, 1952, p 20, p 28. 
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There was to be a fundamental difference between this 
school and usual type of art school at the time. Here the 
approach "'ias creative in the fullest sense. This -rras in o:p-
position ·to the philoso:prly of learning from stereotyped art-
- istic forms of other periods and doin;:; exactly as the teacher 
commanded. Gro:pius believed tl:lat, 11For the last century the 
transition from manual to machine production has so preoc-
cupied humanity that, instead of :press in<'; for\rard to tackle 
the new :problems of design postulated by this unprecedented 
tr<:tnsformation, -;;e· hive remained content to borrou our styles 
from antiquity and perpetuate historical prototypes in decora-
tion.tt3l 
Gropius became a prominent architectural authority in 
Germany, relating his design to all of society. In 1908 he 
completed his studies, joining in :partnel~ship with Peter Beh-
rens. Behrens was a further influence towards Gropius! dis-
tillation of his 01n1 progressive ideas of design. These con-
cepts, opposed the academic design :prominent in all liestern 
culture in the ec:.rly t-v1entieth century. Gropius sensed an 
underlying unity in all br::1nches of design. He understood, 
unless he could :persu2.de industry to rec:.lize his concepts, he 
1vould be unsuccessful. To do this ;·rould require a ;·rhole nev-r 
school and sroup of collaborators attuned to his thinking. 
31 Walter Gropius, The ~Architecture and +he Bauhaus, 
Charles T. Branford Company, Boston, Mass. p 24. 
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Therefore he was more than willin6 to assume direction of the 
Weimar Schools in 1919. He brought together the various artists 
and designers who were reacting to the revolution of the times. 
Gropius' control of the Bauhaus lasted for nine years, 
during which he instituted all of his creative ideas. By 1928 
the school was so successful he felt its future assured and 
he returned to private practice. Students had become teachers 
in the new idiom, branched out in diverse directions and had 
begun to create the dynamic effects on society and technology, 
Gropius had envisioned. 
The consequences of increasing German _;;oli tical ferment, 
forced Gropius to emigrate to England in 1934, then to the 
United States in 1938. He oecame professor of architecture 
at Harvard University. In this position he has exercised much 
influence on American design and education theory. His breadth 
of thought and concern for American education is evident in 
this comment. "Diversity---provides the necessary modicum of 
variation, 1·rhich in turn promotes natural competition between 
disimil~r types developinc side by side. Respect for tradition 
does not mean the complacent toler~tion of elements which have 
been a matter of fortuitous chance or of individual eccentricity: 
not does it mean the acceptance of domination bJ by-gone aes-
thetic forms. It means and ahrays has meant, the preservation 
of essentials in the process of striving to get at uhat lies 
at the back of all materials and every technique, by giving 
semblance to the one with intelligent aid of the other.tt32 
32 lialter Gropius, The New Architecture and the Bauhaus, 
Walter Gropius, Charles T. Branford Company, Boston, Mass., 
p 112. 
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3. THE PRAGlV.J. • .CIC :B'ORH Oi' THE BAU.dAU J IDEA 
The type of designer desired at this time was not in ex-
istence. One 1-vho had a knowledge of macl1inery, production 
materials and economics, confluent to a thoroush ::;rounding 
in design and esthetics. He had to be newly trained from the 
beginning. To allow for this scope of Gropius' vision the 
Bauhaus curriculum COlLdsted of a deceptively simple order. 
Practiced 1-vi th care in eac:'l department the curriculum 1·ms 
broad, thorou;h and realized great potentials. The following 
outlines of the Bauhaus curriculum and plan illustrate the 
school's innovation in the education of designers and artists. 
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I. Instruction in crafts (~ierlc:lehre): 
STONE 
Sculpture 
Workshop 
COLOR 
ifOOD 
Carpentry 
Workshop 
FiliTAL 
Netal 
1forkshop 
Wall-painting W'eaving 
tTorkshop Workshop 
CLAY GLASS 
Pottery Stained Glass 
1forlmhop 1i'orkshop 
A. Instruction in materials and tools. 
B. Elements of book-keeping, estimating, contracting. 
II. Instruction in form problems (Formlehre): 
1. Observation 2. Representation 
A. Study of nature A. Descriptive Geometry 
B. An;:;.lysis of materials B. Drawing of plans and 
3. Ooruposi tion buildins of models 
A. Theory of space for 2.ll ~::inds of 
B. Theory of color construction. 
C. Theory of design 
Supplementary instruction: Lectures-fields relating to art 
and science, past and present.33 
The curriculum form 1·ms explained by the follow·ing defi-
nitions of the categories. In this manner the individual 
student could be developed and accepted w·here his major abi-
li ties directed, to becorJ.e part of the ui1ole curriculum. 
33 Herbert Bayer, Bauhaus jeimar, 1919-25, Dessau 1925-28, 
Charles T. Branford Company, Boston, Mass, 1952, p 23-29. 
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1. Preliminary course 1/2 year. Result: Admission to one 
of 3 -vrorkshops. 
2. Instruction in a craft of one of these 1-ror-lcshops after 
signing legal aDprenticeship. 
Advanced instruction in form: 3 year course. Result: 
Journeyman's Diploma of Chamber oi" Crafts or a Diploma under 
the Bauhaus. 
3. Instruction in Architecture. Practical participation in 
buildings under construction~ for especially talented 
journeymen. Independent archi tecturs.l trainins in t1:ce 
Bauhaus Research Department: dependent on achievement 
and special circumstances. Result: Master3'~ Diploma of Chamber of Crafts or Diploms. of the Bauhaus 
During the entire duration of studies a practical course in the 
fundamental relationships of sound, color and form -vras followed. 
It 11as designed to harmonize the physical anci psychic q_uali ties of 
the individual. This coordins.tion is sho:m in tJ.1e follm·iin'-· form: 
Production work in the Studies in Theory of 
workshop of the prelim- mtrls. Free form and 
inary course. crea -:i ve -v;ork color. 
~-Tarle ir.. 2.11 the crafts in different 
under the technical su- materials. 
pervizion of the respect-
ive ::nasters. 
Drawing Hath Drafting & Tech- Synthetic 
from Physics nical construction. study of 
Nature l-1echanics space. 
General Coordination 35 
------------------------------------------------
34 Herbert Bayer, Bauhaus Weimar 1919-25, Dessau 1925-28, 
Cha.lres T. Branford Company, Boston, Nass. 1952, p 23-29. 
~5 ~' pp 23-29. 32. 
Josef Albers, one of the first instr~ctors in the esrly 
years of the Bauhaus S)Ok3 of the reason fol-. the beginner's 
workshop in the curriculum. 
11 To experiment is c.-c first more valuable th2n to 
produce; free play in the beginnin,::; develops cour-
a~e. Therefore, we do not bebin with theoretical 
introduction; we start directly with -che m2terial. 
Economy oi' labor is c:.s importc:.nt as ecoaomy of 
material. It is fostered by the reco~nition of 
quick and easy methods, •.• by the correct choice 
of tools •.• ingenious substitutes •.• or by re-
striction to one implement ••.•• Learnin; in this 
way, ·wi'th empha0is on technical and economical 
rather than esthe-cic con3iderations makes clear 
the diiference betv-;een the static and the dynamic 
properties o.:C 2·:1aterials. It trains the student 
in constructive thinkiw,·. It coul.J.teracts the 
exaggera 'uion of indi vidualsim without rl<-'.m:pering 
individual development. "36 · 
36 Josef Albers, Bauh2.us Weimar 1919-25, DessEru 1925-28, 
Charles T. Branford Company, Boscon, Hass. 1952 
pp 114, 116, 118. 
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The curriculum included studies in li6ht, film space, 
poetry, literature, sociology and experiments ivi th time, 
structure and production. It strove for a synthesis of em-
otion, intuition, science and technology towards a sociological 
progress of value. The studies were directed to industrial 
design, as such, but ·,J"i th the larger perspective of art in 
relation to society as the major problem. 
The instructors learned with the students, unfolding 
ideas and their application. 'Ihe students designed new Bau-
haus buildings, furniture, textiles, films and advertising. 
Many of the students held positions in industry, sold designs 
and became an integral, working part oi' society while attending 
the school. Pamphlets and periodicals, contributing to the 
world wide influence of the Bauhaus were published and designed 
by the student body. Through these methods the dynamic theory 
of the Bauhaus was put into actual practice. 
W'i th the inception of the school, t-vro instructors were 
required for each class; one for desisn, one for practical 
knowledge. By the time the school moved to Dessau in 1925, 
designers of the type envisioned by Gropius had been matured. 
Thus, from the student body itself came the future instructors •. 
These men combined the knowledge and esthetic response of the 
previously indespensable two instructors. Gropius, with the 
pragmatic application of his theories, had proved them. ihe 
school achieved world-wide recognition before World War II 
and influenced design, architecture, film, advertising, 
education theory and industry. 
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The original faculty of the school is a stellar list 
of famous names in the art world today: Gerhard Marks, scul-
ptor, Oscar 3chlemmer, scenic designer, Adolf Meyer, archi-
tect, Johannes Itten, painter, Hannes Meyer, architect, Her-
bert Bayer, typographer, Wassily Kandinsky, painter and 
Lyonel Feinninger, painter. Men like Alexander Dorner, Jo-
sef Albers and Moholy-Na5y came to the United States in the 
late 30's. They brought a philosophy of education th~t had 
vreceded them. It is evident, in part, from a brief look 
at some ideas current in America at the time. 
4. AlvlERIC.AH AR:L EDUCATION 1930 TUROUG.d 1940 
At this stage, the field of art education in this 
country was possessed of the old humanist dichotomy of fine 
arts as opposed to practical arts. The greater part of our 
school system recognized art as a segment of curriculum. The 
teaching of art consisted however of 11appreciationtt, pure 
esthetics or professionalism. Art was a special subject. 
The influence of John Dewey and the Bauhaus were being felt 
but often misinterpreted. 
In an essay, "The Teaching of Art", H. H. Power wrote 
in 1935, that '' ••• the e~pression of an intellectual concept 
is philosophy or science •.• To express emotion is art ••• the 
message of art is to the layman, to humanity, not the craft."37 
This is an esthetic approach as opposed to a unified under-
standing of art as a part of science and philosophy. Evidently, 
37 H. H. Power, "The Teaching of Art", William Rusk (ed)., 
Methods ~ Teaching ~ ~ ~' Univ. of N. Carolina 
Press, 1935, pp 213-214. 
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Power separated art from craft. He recommended the teaching 
of art through slidea and a selection of si,;nificant worlcs 
for appreciation. This was.far from a total concept of 
art in society, but art did have a place in education. 
In an explanation of "The Cleveland Nethod", Henry Tur-
ner Bailey extended the norizon a little furtl1er. "Democracy 
should train all children and in Cleveland they have begun to 
seek out the Talented in art.n38 This was evidently an inter-
pretation of prosressive education; then creating serious ar-
gument. It was far from a recognition that creative thinking 
applies to all subjects. The system emphasized an opportu.:1.i t~r 
for all students in Junior and Senior High to specialize in 
art as an elective. A practice still current in a major part 
of our educational system. The follo1ring excerpt is worth 
noting for the choide of words. "All children are subjected 
to a course in drawing.n39 
Concurrent with ideas of this nature, was recognition 
of a more cumulative approach. Ursula Weiss commented on 
"creative Education in Central Europe", defining the Bauhaus 
to a degree and apparently ezpressed the g~neral education 
outlook. "The Bauhaus ••• is a school of formative expression. 
Its chief interest is a contemporary development of housing, 
.from the simplest household tools to the complete dwelling• 
38 Henry Turner Bailey, "The Cleveland Method", W'illia:rp Rusk 
(ed)., Methods of Teaching The Fine Arts, Univ. of N. 
Carolina Press, 1935, PP 71~72~·.; 
39 ~' pp 71-72. 
The purpose of this work is to get a feeling for materials 
and for their affinitive combinations.n40 Not recognizing 
the scope of Bauhaus philosophy, Weiss does comnent that 
their experimental approach caused previous teaching methods 
to become obsolete. She believed that concentration on skill 
alone, defeated creativeness. Here is a beginning to\rards 
realization of the necessity for creativeness. 
This new approach is apparent with the foresight of 
Beatrice w. VanNess in "Art in the Secondary Schools~~ For 
the place of art education she said, "If through its influence 
a person discovers himself and finds emotional and creative 
energies liberated, it is indispensable ••• it deserves an 
important place in the school curriculum."41 Philosophy, 
such as this was a beginning to balance the scales in favor 
of significant influence for art education. 
A prominent educator who understood this wider influence 
of the Bauhaus approach was Ralph Pearson. "The program 
formulated by the Bauhaus for applying art to contemporary 
art stood then and can stand now as the extension of vision 
and practice which the new art education must adopt if it is 
to lead its students and its communities into new dimensions 
in the art of living.n42 He recognized that we are. not a 
40 Ursula iveiss, "Creative Education in Central Ev.rope 11 , 
l.lli, p 64 
41 Beatrice VanNess, 11Art in the Secondary Schools 11 , IbJ:.Q., 
p 13. 
42 Ralph Pearson, The ~ A:tl, Education, Harper & Brothers, 
Nevr York and London, 1941, p 198. 
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normal period of society, for art was not widely rooted in 
our overall life. Pearson deplored the teaching of skills 
and naturalistic stereotyped forms of art education leading 
to creative sterility. In 1940 he advocated ex~erimenting 
first, in all phases of art education to insure preservation 
of creativeness. In his outlines he sug;ests the Bauhaus 
as a prototype for this country's art education. He main-
tained our programs emphasized the intellectual to the detri-
ment of the emQtional development. ttMoholy-Nagy places ps,ycho-
logical insight and experience above the aesthetics of design •.• 
design should function unconsciously as a by-product of other 
qualities ••• n43 
In further correlation with Bauhaus principles, Pearson 
believed the application of his new ap)roach should begin with 
education against corrupt surroundings of bad design. Students 
should design for use. Education must be aimed at a process 
of self-education, self-decision and selection to affect the 
whole co~nunity. His main thesis allowed for freedom from 
which skill would develop naturally. It is this idea that 
has taken root from the thirties and fourties. This was often 
misinterpreted to mean free expression for its own sak~ in 
the name of progressivism. 
Thomas Munro, another theorist of the 30's and 40's, 
advocated a direction towards nA Psychological Approach", 
on the college level. 
43 Ralph Pearson, ~' p 205. 
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"The whole field of sensations and associations of 
color, time, motion and imagination, should be 
studied objectively. training in perception, criti-
cism, general interpretation ••• psychological as 
well as philosophical, studying what appreciation 
is ••• how conceived •.• the tools have been develooed 
separately and time to put them together ••• a ba~ic 
kno.,rrledge of inborn mechanism, personal and cultural 
l're developed, association, behavior, unconsciQus, 
etc •••• All these enter into the field of art."44 
Munro is an example of the growth in his decade towards 
the scope of the Bauhaus. He recognized an organic unity, 
an esthetic study involving all the new fields of scientific 
discovery in psychology, physiology and. sociology. He pre-
dieted education theory that vrould besin to tc.ke shape in the 
1960's. 
There were other progressive educators such as Ray 
Faulkner. He realized the importance of art for society and 
concerned himself with defining methods of teaching to incor-
porate developments from the study of perception. Men like 
Felix Payant were very much aware of the effect on society 
and art from the technological revolution. Payant was con-
cerned vrith mass demands and the ethical responsibilities of 
art. 
The short span of t.ime from 1930 through 1940 incor-
porated diverse approaches to art educa~ion. From the dusty 
stereotype of teacher direction to no direction at all. Various 
changes in attitude began to apply Bauhaus concepts, displacing 
44 Thomas Munro, ttA Psycholo~ical Approach To College Art 
Education", William Rusk (ed)., Methods Qi. Teaching ll:l.& 
~ ~' University of N. Carolina Press, 1935, p 167. 
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the idea of art as a special subject. Impetus, of course 
was provided through our changing social outlook. ·:rhis was 
the cause of the almost complete emmigration of the Bauhaus 
concept to our hemisphere. 
5. EiviiGRATlOH O:F THE BAUHAUJ IDEA '1:0 Al'lliRICA 
The Nazi government of Germany could not tolerate the 
creative tilinking of institutions like the Bauhaus. The 
school's ideals were questioned as representing degenerate 
bolshevistic ideas because of the ne•·r art forms they were 
creating. Many of the American students returned, dissemin-
ating Bauhaus theories. After 1933 many of the masters and 
instructors emigrated to the United States as a result of the 
closing of the Bauhaus by government edict. The school con-
tinued under increasing political domination until the late 
30 1 s, its spirit oi Lmovation declining vrith government con-
trol. In America Bauhaus freedom of thought was incorporated 
in incititutions such as the Chicago Institute of Design; 
The New· Bauhaus. These men began to reshape our art educa-
tion recognizing the potentials of a democracy. A revie"t·T of 
the ideas of these men will illustrate the significance of 
their influence for this study. 
~Ioholy-Nagy, founder of the New Bauhaus in 1937 and its 
director until 1947, al!praised the American attitude to educa-
tion with experienced perception. 
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"It is a generally accepted premise that capitalism 
vii th its industrial technology has to serve in the 
most economical way for the realization of profit. 
However the "economical" should be subordinated to 
human. requirements to make technology a benefit 
instead of a curse 1 (think in efficiency, not in 
dollars and cents)', Gropius. Vfe must control the 
application of material, technique, science and 
art not only economically but also biologically and 
socially •••• there must come a new mentality and a 
new type of personality. The common denominator is 
the fundamental acknowledgement of human needs: the 
task is to recogn~ze the moral 'obligation in satis-
fying these needs and the aim is to produce for 
human needs, not for profit. 1145 
With the establishment of the New Bauhaus, Moholy-Nagy 
saw it as a laboratory of new trends. He hoped the scope of 
its program -vrould be an incentive to all general education 
from kindergarten to the university, unencumbered by imaginary 
absolute rules. He was concerned with a trend to concentrate 
on vocational training in the high schools where statistics 
showed, 10 to 15 per cent went on to college. The humanities 
or liberal arts were left to the universities vlhich he felt 
deprived the large mass of the population of their cultural 
education. " ••• leaving the majority wide open for predigested 
feelings and selection from vested interests ••• an educational 
and cultural monopoly of a minority makine.; an empty shell of 
democracy.n46 
In establishinb the Bauhaus in America it is evident, 
Moholy-Nagy was deeply concerned with American education, not 
45 Moholy-Nagy, Vision 1n Motion. Paul Theobald, Chicago, 
1947, p 24. 
46 Moholy-Nagy, ~' P 21. 
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design or art as a separate entity. He wished to develop 
intelligent selection and creativenes0 as a fundamental part 
of society. He felt our system could not ignore this in the 
public schools. 
The experimental curriculum at the new school, related 
li6ht, film, space, science, poetry, literature, time, struc-
ture, production and sociology with, of course, the well 
established workshop concept. The purpose was a synthesis 
of emotion, intellect, the sciences and technology in the 
original Bauhaus precepts. 
Alexander Dorner, Bauhaus instructor and authority on 
German. Art was professor of history at Bennington College 
from 1948 and developed theories and has ·written ot: esthetics., 
education and museum direction. He was one of the first art 
historians to understand the parallel between scientific 
developments, a growth from three-dimensional concepts of 
reality to one of self-change-ability, and this same awareness 
in the concept of art. 
Dorner believes there is more energy in historical evolu-
tion than we have been able to understand, being rooted in the 
traditions of the 18th-century humanist ideals. Our dynamic 
possibilities can be a growth that will change all present 
certainties through experience, to a unification of mankind. 
John Dewey believed Dorner's thinking to be a far penetrating 
vision.47 
47 John Dewey, referred to by Alexander Dorner, ~ ~ ~ 
~ W,, 'ifittenborn, dchultz Inc. Ne·~l York, 1947, p 18. 
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~iuseum direction would seem to offer a dry illustration 
of this vision. However, Dorner maintains, museums must grow 
from their present static existence of harboring collections 
to an active, outgoing force in the community. Museums must 
expand to affect and educate society. "As a whole the museum 
would have to show the forces active behind various histor-
ical realities, using all possible sensory and intellectual 
resources of representation •.• An art museum that tries to sep-
arate the past from the present is indeed like a head without 
a body or a body without a head. 11 48 Dorner maintains museums 
must create an atmosphere conducive to the acceptance of art. 
A dynamic approach to established institutions lTi th typical 
Bauhaus mvareness of the sociological relation of art. 
Dorner's theory of self-chanse-ability is clarified through 
his explanation of Herbert Bayer's painting. Bayer, he feels, 
is an important representa".:.ive of Modern Realism as opposed 
to -y;he.t, he calls, Abstract Realism. In the latter he classes: 
Picasso, Arp and Mirb. Bayer combines scientific views of 
reality in his work irhicll the others do not. ·For instance, 
" ••• some modern pilysicists maintain it is impossible to make 
a model of modern physical reality. This ••• is only true if 
the term 11model 11 is identified with a three dimensional model. 
But to see three dimensionally is by no mean0 the eternal way 
of seeinG but an evolutionary phase.tt49 
48 Alexander Dorner, ~ ~ Beyond ~' Wittenborn, Schultz 
Inc. New York, 1947, p 147. 
49 Alexander Dorner, 11?,ll, PJ? 113-120. 
Dorner believes energetic autonomous change is present 
and dynamically operating in everything at all times. Science 
has sho1-rn us that nothing is fixed or absolute in ~ sense. 
Modern Realism is a developing method of moving towards such 
a vision of reality. Just as space concepts from EGyptian 
through the Renaissance and the Baro~ue were conceived differently, 
so is that of our era. i'ie have mas3 relationships, a plastic 
changing society and a hit.;hly developed science. 
Dorner points out, vre have moved from a visual communi-
cation called "artn to a new form of visual symbols. ,We are 
experienc.ing a chane;e in the basic fundamentals of man's spirit. 
It is ~ot necessarily a change in material fields. He is in 
agreement i.Yi th American Pragmatist philosopJ.-ly and felt the 
philosophy of Dewey to be a helping hand I.Yhen he came to 
America. "Usefulness, efficiency, active energy to trs.nsform 
life ••• all these are returning today in a deeper and more 
intensive form and their return spe;lls death of the esthetic 
experience, vrhich iras, by definition, opposed to usefulness. 
It is plainly impossible to reconcile a belief in the basic 
change-ability of the world with esthetics."50 Even since 
Dorner developed these theories, I believe our concept of 
esthetics has considerably broadened. Ne1r dynamics of thought 
have begun to produce definite changes in our art education 
and our society. 
50 Alexander Dorner, ~' p 18, pp 141-42. r 
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Herbert Bayer, a Bauhaus instructor, w·as a typographer 
and an advertising and industrial designer. His concept of 
typograJ.Jhy alone, pres en ted a new approach to deGign. "Why 
should vre l"rri te and print tv-m alphabets, both a large and a 
small sign are not necessary to indicate a single sound. We 
do not speak a capital A and a small a."51 He revised the use 
of Old German 6cript, ordinarily used in German printing. He 
could not understand the reason why English speaking peoples 
insisted on the con8iderable extra expenss and difficulty of 
capital letters. In English fevr capitals occur in comparison 
with German. The design, he felt, sho~ld be all lower case 
or all upper case. If a comparison is made between advertis-
ing design of the early twentieth century ~·ii th that of today, 
it is evident that Bayer's concept has revolutionized visual 
layout throushout the Western world. 
Bayer designed universal type faces, proposed and had 
students design and execute transportable pavilionG and exhi-
bits for industry and advertising. His desig;n concepts have 
been incorporated in mass media throughout our society. ID1en 
Bayer came to the United States he was influential in giving 
new life and expression to our advertising media. In true 
Bauhaus tradition, he was influential in creatin6 the signi-
ficant Aspen DesiGn Conferences. The conferences, not only 
deal with industrial design but are concerned with the respon-
sibility of industry to education. More significantly they 
5l Herbert Bayer, Bauhaus Weimar 1919-25 Dessau 1925-28, 
Charles T. Branford Company, Boston, Mass., 1952, p 147. 
45. 
develop the responsibility of business for mass esthetics. 
These are new developments for the fabric of our culture and 
an example of the new dynamics promulgated by the Bauhaus. 
Bayer's experiments in design he,ve composed exploding 
spatial orders that transform their own identity to one of 
self-transformation. Dorner says of these, "This constant 
supra-spatial self-change-ability has become the traditional 
i~~utable truth of spatial relations and turning that truth 
into a crude and superficial image of secondary value."52 
Of the Bauhaus influence on our education, Bayer person-
ally COEJ.ments, "I do believe thc:..t certain methods of teaching 
as developed and practiced at the Bauhaus have had deep 
influence on art education in this country. I am speaking 
largely of the course we used to call "preliminary course" 
•••• much of the teaching here along these concepts is super-
ficial and ••• the concepts are misunderstood." 
Gyorgy Kepes, a Bauhaus instructor and now· Profes.Jor 
of Visual Arts at the Massachusetts Institute of Technology, 
believes that public taste is formed for the most part by 
mass media and articles of daily use. These factors can 
either corrupt or educate. He sees visual experience as an 
almost completely ignored dimension. Kepes feels we must de-
velop an organic inter-connection with all of our experi.ence 
because our visual language decides the structure of our con-
sciousness more subtly and thorousl.lly than our verbal language. 
52 Alexander Dorner, ~ :m_ beyond At,i, lYi ttenborn, Schultz 
Incorporated, New· York, 1947, p 117 •. 
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Kepes maintains, we live in a plaatic society, subject 
to vie1rs of life· and lcnovrledge unknovrn before our time. He 
feels thc,t education must become aware of the importance of 
the relation of events and subjects. If we continue to face 
life and education with separated views we will loae the value 
of our society and create a stereotype. He asserts that 
contemporary art is not a remote segment of our society but 
extracted from the heart of our c~lture. 
Kepes connects science, perception and art in a more 
total vision of life. "What we see or feel, ho1; w:P.at ue think 
or act, depends upon the basic assumptions we hold, sometimes 
unconsciously. The world is real to us only on the scale of 
space, purpose and values. To see more than this w·e have to 
exchange elementary for advanced assumptions ••• as ·.re all do, 
inescapably, in the course of growing up.u53 
The full extent and effect of the Bauhaus experiment are 
evident in Kepes' belief that we must broaden our vision, 
combining the scientist's brain with the poet's heart and the 
painter's eye. New symbols of drder are needed for a major 
task which can be drawn from the poetry of image awaiting the 
explorer of new horizons. 
The vie'irS of these men have become a part of the fabric 
of our society. The extent of their vision has assisted in 
developing our art education from a static compartmentalization 
to relationships of growing significance. 
53 Gyorgy Kepes, lb& visual Arts Today, Wesleyan University 
Press, Middletovm, Connecticut, l960,·p 6. 
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6. Al"iERICAH ArtT EDUCATION 1950 THJiOUGH 1960 
The importance of art in society is generally recognized 
in this decade. There is no neat category to gauge the influ-
ence of an education theory in a certain span of time. How-
ever in a democratic system there are varied trends and the 
philosophy of the Bauhaus has become evident in many 1-rays. 
The general place of art in education is certainly more signi-
ficant. It nas uot become static, but has sometimes been 
misinterpreted. In referring to the previous cosments on 
Bauhaus educators~ the gro1vth from their concepts is eviden:t• 
The foLLowing educators exhibit a more cohesive and significant. 
goal than their predecessors. 
A definition .Q! General Education within which A.t::t. ~ 
ucation 1£, a part. Ernest Ziegfeld states it in the follow·ing 
manner. 
" ••• that part of a students total life w.rucil is 
concerned with his life as a 1;,.nique individual and 
responsible member of a social group ••• We can no 
longer afford to regard (the arts) as of little 
consequence; the tragic results of such indiffer.ence 
make themselves evident in warped and distorted " 
living which is without vision and 1vithout purpose. 54 
Frank Pick stated the Bauhaus ideal concerning the place 
for art in edllc.s.tion in much the same m2.nner. "This generat-
ion is becoming conscious of art not as something apart and 
curious, but as something vital and essential to the fullest 
life, as ;:;omething 1vhich vrill resto're grace and order to society. ~55 
54 Ernest Ziegi·eld, ~ j,n ~ Colle~':e Program of General 
Education, Bu~~eau of Publications, Teachers College, Col-
umbia University, Ne'r York, 1953, p. 30, p 222. 
55 Frank Pick, introduction to Herbert Bayer, et al. Bauhaus 
ieimar, 19l9-25, Dessau 1926~28, Charles T. Branford, 
Company, Boston, Mass., 1952, p 7. 
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lb& philosophies Qi significant ~ educators Q1 l25Q 
through l.2.Q.Q.. Ralph W1ckiser, Chairman of the Art Educ2.tion 
Department of Pratt Institute and one of the nation's most 
articulate art educators, feels th2.t life is static, lvi thout 
meaning if there is no crea ti venes s. .Along 1'ii th the prag-
matists, he believes that art is necessary to the visualization 
of learning. In agreement 1dth Bauhaus concepts he maintains, 
man collectively unfolds to himself and to society the visual 
structure of all types of experience: buying, arranginc, plan-
ning, science, interpretation, appreciation and selection. 
All people have a creative impulse, he believes. 
Wickiser theorizes, art emphasizes: original thinlcing and 
evaluatins. He realizes Bauhaus relationships bet";-reen sci en-
tific thought and the creation of symbols in art. In regard 
to a trend towards expression for its o~.m sake, he believes 
that criticism can be objective even though the experience 
is personal. I believe he means that there are overall ob-
jectives of design 1-ri thin w·hich the personal expression can 
have freedom, in agreement vri th the Bauhaus concept of organic 
unity. 
Hildred Landis' opinion of art education is uneg_uivocal. 
t She believes that "purpose is essential ••• a relation of means 
to conseg_uences."56 This purpose was the aim of the original 
. 
Bauhaus workshops. Landis expands her goal into a theory that 
56 Mildred Landis, Meaningful ~ Education, C. A. Bennett 
Company, Peoria, Illinois, 1951, p 22. 
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art in this manner develops a sense of values. Because of 
this sense of values, art is essential to living. The devel-
opment of discrimination is of the utmost importance. She 
believes creativeness is fundamental to society. 
Her philosophy is in agreement with Herbert Read and the 
Bauhaus. The concern for a recognition of art as a fundamental 
to all society was very much a part of the early 1950's. Mar-
garet Mead, noted American anthropologist and educator, wrote 
in an Art Education Bulletin of 1950, that there was no culture 
without art. She felt the United States was confused and 
needed an iwnediate sensory participation in the delights 
of£ered in the world accessible to the mass of society, not 
just for a few. She suggested, significantly, that art plays 
an integrative role in personality. 
Florence Cane of New York University's Department of 
Art Educational or personality development in regard to creat-
iveness. She outlined a program where a step by step aware-
ness of psychological development is considered in the art 
education of the student. 
This aw-areness of the relationships of psychology and 
our science of perception were foreseen by men like Moholy-
Nagy. A study at this time of "Art Education In A Scientific 
Age", concludes that there is a "new intellectual horizon 
developing towards a dynamic equilibrum." Almost the exact 
words of Alexander Dorner quoted previously. 
so. 
Manuel Barkan, writing in 1955 expressed the opinion 
that we need a more fundamental concept of the role of experi-
ence in art. A concept that would include current theories 
from psychology, sociology, anthropology, cultural history, 
philosophy and the arts. He pleads for an attempt to solve 
the problems of teaching the arts, as they are held within the 
context of public school curriculum. Art Education has limi-
ted attention to the artistic product. Barkan feels that we 
must view the arts as a procedure of behavior growth and human 
activity. Further, he emphasizes that if it is useful for 
the individual to work in the arts, the experience is impaired 
if the culture, in which he lives considers the effort useless. 
Barkan reiterates that personal value and cultural judgment 
are inevitably connected. These concerns of individual and 
society were expressed by Moholy-Nagy v;rhen he first appraL.::;ed 
our educational system, mentioned previously. 
Barkan states that the goals and purpose of art education 
are ambiguous and lead to confusion. He favors the theories 
of Gyorgy Kepes and quotes him. "Creative experience is an 
organic process." Barkan says, u •••• personality grows through 
the development of self-discipline and responsible insight into 
(the person's) own ideas and the interpretation of events by 
others."57 He feels that we must begin to formulate the 
57 Manuel Barkan, A Foundation ~ ~ Education, Ronald Press 
Company, New York, 1955, pp 55, 175. 
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reasons for art education more clearly and then put these into 
practice. We should not develop freedom of expression for its 
own salce. 
Realizing this need for organic unity, Barkan recommends 
that art teachers themselves, " ••• engage in continuous study 
of our expanding synth~sis of relevant information •••• develop 
individual capacities to test and modify their Oi'fn methods 
of teachin(; according to the information available. n58 He 
stresses, teaching shoul.d develop conditions where students 
can realize ideas and feelings the~r need to embody in organic 
form. This results in much more than an art product because 
the student develops disciplines that apply to many other 
experiences. Especially those which de2l 1,ri th value fulfill-
ment or selectioD for esthetic purpose. Here, again are the 
same concerns of the Bauhaus. In a -vmy, Josef Albers, said 
somewhat that same thing as quoted in the foregoing section 
on the form of the Bauhaus. 
The concern of art educators in this decade for more 
purpose in the practice of theory is being expressed in many 
ways. 
Harold Taylor, former President of Sarah La-vrrence College 
and longtime friend of Art Education, urged clarification of 
the goals of art teaching in an address given to the National 
Committee on Art Education in 1960 as follows: 
"those that feel the arts are the center of all 
education- .!ID:!.§.1 be very clear what they mean ••• 
not just turn the student loose in a studio or lab 
to let him express himself. The point is to have 
58 Manuel Barkan, ~ Foundation ~ ~ Education, Ronald Press 
Company, New York, 1955, pp 202. 
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the student achieve an awareness of ideas and values 
which otherwise would remain unavailable. Adequate 
acts to achieve this ::mst exist in the application 
of these ideas •.•• It is not enouih merely to feel, 
to express, to enjoy to gesture. 59 
Taylor believes we are more interested in analyzing than 
in acting. He feels our education succeeds in an ability for 
students to cover up; to gain just enough l01owledge to get 
by. The student never really understc.mds a 'l'i'Ork of art in a 
survey course. We still concentrate on condensed or unrelated 
teaching. We react to other ideologies and at present are 
concentrating on science and technology to the exclusion of 
the arts. 
In accord with the Bauhaus, Mr. Taylor has come to the 
conclusion that, " •.• our scientific spirit is not opposed to 
the aesthetic, moral and creative."60 When referring to more 
action, he is echoing the Bauhaus solution which put their 
theories into actual form, constructing a new scheme of educa-
tion to solve the social, technological and esthetic problems. 
The concern for unity and relationships is reiterated by 
many other educators. In a study of art in our education system, 
Howard Conant and Arne Randall sum it up in the belief that 
we can fuse historic philosophies- with recent developments in 
education. They maintain that we have been too concerned with 
segments like, "child-centered" and "product-centered". They 
emphasize that the teacher of art needs clearer and better 
59 Harold Taylor, ~ ~ ~ Intellect, Garden City, New York, 
Doubleday and Company for the Museum of Modern Art, 1960, 
p 14, p 28. 
60 l.Q1.g., p 28. 
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terminology and that the public is justified in expecting a 
clearer understandin.s of art education. They also restate the 
well accepted theory that whole communities and broad segments 
of society may understand and enjoy the arts.- We should have 
a better understanding of all the interrelated phases of design 
with contemporary society. The results have been mostly on 
doing, they believe, without realizing the interconnections. 
Here, again are Bauhaus theories. "It is true that a work of 
art remains a technical product but it has an intellectual 
purpose to fulfill as well which only passion and imagination 
can achieve."61 
Thomas Munro emphasizes even more strongly a plea for unity. 
In a lecture of 1960 he stressed that art education now re-
quires the organization constituted by our sciences and lan-
guages. The value of art in education is nm-r at least widely 
enough recognized from that of fifty years ago so that we 
require a cumulative organization. 
Munro believes that because of this lack of purpose, art 
has failed to become .a standard subject other than in the 
elementary grades and a few liberal arts colleges. He proposes 
that there are three 1-vays to teach art. "1 •••• practice (can 
include creative production), 2 •••• historical (chronology), 
3 •••• theoretical (criticism, principles of: philosophy and 
scientific esthetics).n62 
61 Walter Gropius, The Nen Architecture and The Bauhaus, 
Charles T. Branford Company, Boston, Mass., p 91. 
62 Thomas Munro, 11 The Interrelation of the Arts in Secondary 
Education", ~ Creatiye W£ in American Education, 
Harvard University Press, Cambridge, Mass, 1960, pp 16, 17. 
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The complete interrelation of the arts requires some cooperation 
between these. He further suggests that this should not be 
left until the college level but included in High School 
curriculum. He asks that we formulate a type of theoretical 
subject course to connect now separate studies in art and other 
fields. His concerns reflect those of Moholy-Nagy and the very 
form of the Bauhaus school itself. 
Current trends in education in our time towards more 
purpose and unity are formulated by June King McFee. Her 
theories concern a relationship of art to the community, the 
making of choices by consumers and esthetic judgment in social 
planning along with the preservation of individuality. 11Art 
education is muc~1 more than the study of isolated skills. It 
is a language that enriches the enti:t:e curriculum. The teacher's 
use of art should be based on an understauding of its founda-
tions, combined with practical experience in creative activity."63 
The problem remains, that it requires education and under-
standing on the part of art teachers ·who try to implement 
these ideas. For this reason it is applicable to this study 
to include Miss McFee's outline of study for teacher education. 
The outline has merit for all levels of teaching from elemen-
tary through college and emphasizes the place of art in General 
Education. Her outli~e recognizes and could fulfill the unity 
emphasized by the Bauhaus. In this relationship the two 
approaches merit a brief comparison. 
63 June King McFee, Preparation iQ..t An,, Wadsc·:orth Publishing 
Company, Inc. San Francisco, 1961, p 7. 
55. 
Outline of Study: "Chart of the Scope of Art Education"64 
~ Place .Qi. ..Y:1 
••• in the world 
(from the p8st 
to the present, 
a vast growing 
phenomenon) 
•.• in the school 
(an organized, pur-
poseful community) 
••• in the child 
(a questioning, 
developing, com-
plex being) 
~ 4reas ~ Study 
world history 
art history 
archeology 
esthetics 
art criticism 
philosophy of edu-
cation. theory and 
research. psychology 
of: 
creativity 
perception 
individual 
differences 
motivation 
learning 
cultural 
anthropology 
drawing 
designing 
building 
modeling 
painting 
imprinting 
weaving 
sculpturing 
inlaying 
art of other peoples 
art in our own lives 
~ Functions Q! 
~ ~ ~ Education 
to communicate 
man's individual 
and collective 
experience 
to transmit know-
ledge, skills and 
values from one 
·generation to the 
next. 
to improve the en-
vironment. 
to motivate and 
educate individ-
uals. 
to provide oppor-
tunities for devel-
oping avenues of 
expression and com-
munication, indepen-
dent esthetic judg-
ment and understand-
ing of the cultural 
heritage. Increased 
perceptual awareness. 
More uses of the cre-
ative potential. 
Comparisons between McFee's outline and the Bauhaus out-
lines on pages :31 and 3~ of this study show direct relation-
ships. There is correlation between McFee's "The Place of Art" 
and "The Areas of Study" with the Bauhaus supl.ilementary instr-
uction that relates to art and science, past and present. In 
64 June King McFee, Ibid, p 8. 
the Bauhaus practical course in fundamentals to h8.rmonize the 
physical and psychic qualities of the individual there is the 
same allowance in McFee's outline for the child as a question-
ing, complex bein6. McFee's inclusion of esthetic judgment 
and.use of the creative potential under "The Functions of Art 
and Art Education" along T,fi th all of the inclusions under "The 
Areas of Study" correlate with the complete Bauhaus Workshop 
program "I. Instruction in crafts( Werklehre). 11 65 The work-
shop included, weaving, building, sculpture, etc. along with 
scientific t~eories and studies of esthetics. A further cor-
relation exists between these two outlines through the phil-
osophy of Gropius as mentioned previously in this study. He 
said, " •••• the individual in the course of his development 
must find for himself the field of activity best suited to 
him with in the circle of the community.u66 This is essentially 
the motivation for the inclusion of McFee under 11 The Functions 
of Art <md Art Education" for art to transmit knowledge and 
skills, motivate and educate individuals and provide opportuni-
ties of expression and cow1unication along vii th increased per-
ceptual awareness. Here then is evidence of more unity in Art 
Education. 
June McFee's aims, realize the intellectual understanding 
of why a student studies art, individually and collectively. 
65 Herbert Bayer, et al. Bauhaus Weimar 1919-26, Dessau 1925-28 
Charles T. Branford Co. Boston, p 23-29. 
66 Walter Gropius, ~' pp 20, 28. 
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Within her community concern there is room for individual 
expression. Relationships to other fields and a carry-over of 
creative thinking could be accomplished with this form of art 
education. She equates art with behavior and psychology, em-
phasizing individual differences in perception, creativity and 
growth. She says, u ••• we study behavior from both psychologi-
cal and anthropological points of view •.• all are applicable to 
art education.n67 Miss McFee represents the growing aware-
ness of a need for new· intellectual form, preserving individual 
expression. Her theories and those briefly reviewed in this 
section display an effort towards more cumulative understanding 
and organic unity. 
~ suryey ~ ~ Education in practice. The foresoing 
review of contemporary Art Education in relation to the Bauhaus 
influence has indicated the necessity of a more exacting survey 
of the actual practice of this in~luence. For this reason a 
questionnaire was devised for Public High 3chool Art Teachers 
and Supervisors along with Art Teachers from Junior and Four 
Year College Art Departments. The questionnaire contrasted 
Bauhaus ideas with other current Art Education theories and 
practice. A copy is included in the Appendix. One hundred and 
fourty questionnaires, a covering letter and return envelope 
were mailed to teachers in two groups of states. The states 
were subjectively classified as "progressive"; Michigan, New 
York, Pennsylvania and California and "non-progressive": 
67 June King McFee, Preparation For 4rt, Wadsworth Publishing 
Compap.y, Inc. San Francisco, 1961, p 7. 
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Georgia, Massachusetts, Virginia and West Virginia, to cover 
regional cross-sections of the United States to maintain a 
more balanced response for evaluation. The lists of art 
educators were gleaned from Art Education journals of the 
past two years and from College evaluating journals. 
The total of responses returned was 80. Of these 71 
were utilized for the evaluation. Of this total 31 were from 
a college classification and 40 from a high school classifi-
cation. The responses were classified by 1. agreement, 2. par-
tial agreement or 3. disagreement and 4. undecided. A fur-
ther classification included responses to 1. existing con-
ditions and 2. if the idea should be in the curriculum. The 
data thus gathered was compiled in per centa:e tables under 
three groups: the overall totals, the High School totals and 
the College totals. These tables include separate classifi-
cations of the Bauhaus theory totals to contrast vrith separate 
totals for the other art education theories. 
From the college questionnaires, 8 colleges with Design 
and Fine Arts or Art Appreciation courses saw no correlation 
between the survey and their own teaching of art. The colleges 
included those with active participation in the visual arts: 
Wellesley, Barnard, Sweet Briar, and Bryn Mawr. The Chrysler 
Institute of Engineering with a Communication Arts Department, 
one of the eight colleges, also saw no relationship between 
the questionnaire and their department. The conclusion is 
59. 
reached then, that some colleges still separate art from a 
relationship to general education and society. Other results 
from the survey are included in the following summary tables 
taken from the large tables included in this section of the 
study. 
From Table- I, p 67, representing Colleges ~ ~ Schools. 
Per Centages for Bauhaus Theories. 
Technology is a tool of art: 63.25% agree in Actual Practice 
32.5 % agree Ought to be in Cur-
riculum. 
Art is to be used by Indus~ 
tcy: 
Art is for all of society: 
74.75% agreed in Actual Practice 
38.00% agreed Ought to be in Cur-
riculum. 
86.00% agreed in Actual Practice 
48.00% agreed Ought to be in Cur-
riculum. 
The significant conclusion in comparing these figures is 
that large per centages agree that these Bauhaus ideas are in 
use but generally half and less than half agree that these 
theories should be in practice. These figures may indicate 
that the theories are not understood or that other theories 
are preferred. 
60. 
From Table I representing Colleges ~ High Schools 
Per Centages for Bauhaus Theories. 
Non-objective art is 
built upon past art 
& is a reflection of 
mass society & a new 
dynamics: 55.00% agreed in Actual Practice 
32.50% partial agreement in Actual 
Practice 
32.50% agreed Ought to be in Cur-
riculum. 
53.75% undecided if Ought to be in 
Curriculum. 
4.25% undecided in Actual Practice. 
These figures show more direction towards Bauhaus in-· 
fluence in practice with only 4.25% undecided on the actual 
practice of this theory. However this contrasts significantly 
;1i th the large per centage undecided about having this idea 
in the curriculum. These figures appear to contradict each 
other and point to a large indecision between theory and prac-
tic e. 
From Table I representing Colleges ~ ~ Schools 
Per Centages for Bauhaus Theories. 
Art Courses.Offer: 
A development to an 
awareness of art in 
everyday life of the 
students: 
61. 
95.75% agreed in Actual Practice 
55.00% agreed Ought to be in Curriculum 
44.00% undecided if ought to be in 
_,, ..... ...,..~ ,.,.,.,,, 'I'I'I'Y'I 
Art Courses Offer: 
The discovery of limit-
ations & possibilities 
of materials through 
student experiment: 86.00% agreed in Actual Practice 
49.50% agreed Ought to be in Cur-
riculum. 
49.50% undecided if Ought to be 
in Curriculum. 
These figures show a very large agreement with these two 
Bauhaus ideas and half of these believe the ideas and half 
of these believe the idea should be part of the curriculum 
while half are undecided if what is in practice should be in 
the curriculum. Again the conclusion is that there is lack 
of understanding from theory to practice. These two ideas 
are a s"ignificant part of art education for art teachers and 
the indecision illustrates an enigmatic disparity between 
theory and practice. 
From Table_ II, p ~8, representing Colleges~~ Schools 
The following should be 
correlated: Music 
Visual Arts 
Sociology 
Architecture 
History 
Literature 
Crafts 
Actual P,ctice 
60.25 0 
67.75% 
32.50% 
71.75% 
59.25% 
63.25% 
55.00% 
Ought .:t..g_ ~ 
41.00% 
45.00% 
31.00% 
39-50% 
38.00% 
36.75% 
36.75% 
The above per centages for Bauhaus Theories are in agreement. 
These figures illustrate that the usually labeled "art" 
subjects are to be correlated. The per centage an agreement 
that History can be correlated with these is an example of 
Bauhaus influence. However the per centages for Sociology 
illustrate a belief that correlation is not significant in 
the practice of art education. Thus this figure contradicts 
the very large per centage in agreement that art is a part 
of every day life •. This is further illustrated with the 
per centage of 29.50% undecided about Sociology from Table II. 
From Table III, p 69, representing Colleges ~ High Schools 
The Fine Arts are a 
special field apart 
from commercial or 
applied art: 
Non-objective art 
is a severe break 
with accepted tra-
dition: 
Per centages for other Art Education Theories. 
36.75% agreed in Actual Practice 
39.50% agreed in Ought to be in Cur-
riculum. 
15.50% agreed in ·Actual Practice 
22.50% agreed Ought to be in Cur-
riculum. 
Here is evidence that the academic approach ~s still in 
evidence in our art teaching. However that only 15.50% believed 
that Non-objective art is a break -,;-;ith tradition shows a 
direction towards Bauhaus influence. Never the less th~t 
almost 40.00% agreed th~t there is still a separation between 
Fine and Applied Art illustrates that this schism is a part 
of our Art Education in practice. 
Dividing the survey to contrast High Schools and Colleges 
separately, the per centaGes in favor of Bauhaus theories 
generally remain the same. Tables IV and V,pp 70, 71, compare 
the two divisions and reflect an acceptance of Bauhaus theory. 
However the same unwillingness to correlate art with sociology, 
Table VI, P74 is slightly higher in the High Schools. The 
College understanding of society and art may simply be a 
reflection of higher education with its concurrent broader 
scope of ideas. 
From Table VII,P 73, representing ~ Schools 
The Fine Arts are a 
special field apart 
from commercial or 
applied art: 45.25% agreed in Actual Practice 
29.00% agreed Ought to be in 
Curriculum. 
These per centages contradict themselves and illustrate 
the High School practice of separc.:.ting the two fields while 
the College figures illustrate disagreement with the idea as 
being a part of the curriculum even though it is still 
64. 
evidently, strongly in practice in the colleges. Here is 
evidence that theory and practice may be changing. The High 
Schools towards separation of the two fields and the Colleges 
towards less separation. 
From Table VII representing ,W.gh Schools 
Art Courses offer: 
Definite formulas for 
color, composition & 
technique towards re-
alism & naturalism: 20.00% agreed in Actual Practice 
27.50% agreed Ought to be in 
Curriculum. 
From Table VII representing Colleges 
Art Courses offer: 
Definite formulas for 
color, composition & 
technique towards re-
alism & Naturalism: 9.175% agreed in Actual Practice 
3.225% agreed Ought to be in 
Curriculum. 
These per centages illustrate that the formalistic 
approach to art teaching is still evident in our High Schools 
and tends to rein~:.'orce the per centages in High Schools indi-
cating less acceptance of Bauhaus practice than the Colleges. 
The College figures for this same theory illustrate a large 
acceptance of experiment in art teaching away from formalistic 
practice. 
The contrasting divisions for Colleges and High Schools 
from Table VIII, p 74, illustrate that Crafts, Pain tine~ and 
Art Appreciation are still more or le0s taught separately in 
our High Scaools and Colleges. This table, again with the 
over a.ll totals for comparison illustrates the same conclusion 
as previously stated. These per centases believe tho~e figures 
that agree with Bauhaus theories and point out what the prac~ice 
of these theories is in disagreement with them. 
The survey included QUestions on environmental factors 
affecting the responses. These figures from Table IX reveal 
that, to a large extent, the schools a,~ree that budget and 
building limitations affect the teaching practice. Scheduling 
for the High Schools affected a large per centage of this 
division of the responses. 
Final significant figures for this study indicate from 
Table IX, p 75, that 52.50% of the High School division felt 
that an art course should be reQuired with only 15.00% 
practicing t~is theory. The College division has 84.00% re-
quiring art courses with only 25.75% in agreement that they 
should be required. This is a significant figure and reflects 
the major problems brought about in requiring art courses for 
mass education and the problems now current, in the actual 
practice of teachins these courses. 
In an effort to refrain from the inclusion of an excess 
of statistical material, further figures from the Tables I 
through IX will provide self-explanatory per centages. 
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I 
PerCentages of answers for Bauhaus Theories. 
Total Number of Surveys: 71 
Representing: Colleges and High Schools 
1. Technology is a 
tool of art: 
Actual Practice 
63.25% agree 
25.5 partial 
2. Art is to be 
used by indus-
try: 
3. Art is fer all 
of society: 
74.75 
18.25 
2.75 
4.,25 
86. 
11.25 
00.00 
2. 75 
6. Non-objective 55~ 
art is built 
upon past art 32 ·5 
& is a 'reflect- 8.5 
ion ef mass so- __ __.:;.._ 
ciety & a new 4 •25 
dynamics: 
1. Art Courses Offer: 
A development 
to an aware-
ness of art-in 
everyday life 
of the students: 
95-75 
1.5 
00.00 
2-75 
3. Art Courses Offer: 
The discovery 
ef limitations 
& possibilities 
of materials 
th.,...~"'ugh stud ... 
ent experiment 
86. 
11.25 
00.00 
2.75 
disagree 
undecided 
agree 
partial 
disagree 
undecided 
agree 
partial 
disagree 
undecided 
agree 
partial 
disagree 
undecided 
agree 
partial 
disagree 
undecided 
agree 
partial 
disagree 
undecided 
671 
Ought to be in Curriculum 
32.5 % agree 
16 .. 75 partial 
4.25 
48. 
disagree 
undecided 
38. agree 
11.25 pa.rtial 
44 • 
48. 
2.75 
48. 
32.5 
10. 
4-25 
53-75 
55. 
44. 
disagree 
undecided 
agree 
pe.rtia.l 
disagree 
undecided 
agree 
partial 
disagree 
undecided 
agree 
partial 
disagree 
undecided 
49.5 agree 
1.5 partial 
00.00 disaE,-:tee 
49.5 undecided 
II 
Per Centages of answers for Bauhaus Theories. 
Total Number of Surveys: 71 
Representing: Colleges and High Schools 
D.The following should 
be correlated: Actual Practice 
agree partial disagree 
a. :M.usic 60.25% 15.5 % 7.+% 
b. Visual Arts 67.75 12.75 5.75 
c. Sociology 32.5 29.5 8.5 
d. Arcrri. tecture 71.75 10. 4.25 
e. History 59.25 12.75 7.+ 
f. Literature 63.25 12.75 8.5 
g. Craf'ts 55. 16.75 7.+ 
undecided 
16.75% 
14.+ 
29.5 
14.+ 
21.+ 
15.5 
21.+ 
Ought to be in Curriculum 
agree partial disagree undecided 
a. Music 41. 5.75 5.75 48. 
b. Visual Arts 45. 7.+ 2.75 45. 
c. Socie.legy 31. 12.75 5.75 51. 
d. Architecture 39.5 10. 8.5 42.5 
e. History 38. 5.75 5.75 51. 
f. Li teratu.re 36.75 7.+ 5·75 51. 
g. Craf'ts 36.75 12.75 4.25 46.5 
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III 
Per Centages of' answers f'or other Art Educ2tion theories 
Total Number of' surveys: 71 
Eepresenting: Colleges and High Schools 
l. 4 • The }!'ine Arts are a 
special f'ield apart 
f'rom cor~~ercial or 
applied art: 
l.5. Non-objective art is 
a severe break with 
accepted tradition: 
3.2. Art Courses Of'f'er: 
Definite formulas 
f'or color,composit-
ion & technique to-
wards realism & nat-
uralism: 
}. The following should 
be separate courses: 
a. Crafts 
b. Painting 
c. Art Apprecie.tion 
d. We8Ving 
a. Crafts 
b. Painting 
c. Art Appreciation 
d. Weaving 
Actual Practice Ought to be in 
Curriculum 
36.75% agree 39.5 % agree 
31. partial 4.25 Pf.'!rtial 
31. disagree 8.5 ¢lis agree 
1.5 undecided 48. undecided 
15.5 agree 22.5 agree 
28.5 p::1.rtial 10. P''rtial 
45, disagree 15.5 dis2.gree 
11.25 undecided 52.5 undecided 
15.5 agree 16.75 agree 
38. partial 16.75 pr.rtial 
42.5 disagree 18.25 disagree 
4.25 undecided 48. undecided 
Actual Pre.ctice 
agree partial disc:.gree undecided 
56.5 16.75 19.75 7.+ 
64.75 10. 16.75 8.5 
45. 22.5 27. 5.75 
44. 18.25 14.+ 24. 
Ought to be in Curriculum 
44. 12.75 5.75 38. 
52.5 1.5 4.25 42.5 
52.5 5.75 7.+ 35.25 
32.5 8.5 16.75 42.5 
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IV 
Per Centages of e.nswers for Bauhaus Theories 
Total Number of Surveys: 40 
Representing: High Schools 
A.l. ~echnology is a to~:~l 
of art: 
A.2. Art is to be used by 
industry: 
Actual Practice 
67.5 %agree 
25. partial 
00.00 disagree 
--~7~·~5 undecided 
agree 
partial 
disegree 
Ought to be in 
Curriculum 
32.5 % 
17.5 
oo.oo 
50. 
42.4 
15. 
5. 
__ -:2~·~5 undecided 37.5 
A.3. Art is for all of 
society: 
A.6. Non-objective art is 
built upon past art 
& is a reflection of 
mass society & a new 
dynamics: 
Art Courses Offer: 
B.l. A develepment to an 
awareness of art in 
everyday life of the 
students: 
B.3. The discovery of limit-
ations & pos~=dbilities 
of materials through 
student experiment: 
85. 
12.5 
00.00 
2.5 
agree 
partial 
disagree 
undecided 
55. agree 
32.5 partial 
10. diss.gree 
__ -:2~·~5 undecided 
95. agree 
_-:2~·~5 p2rti al 
00.00 disagree 
2.5 undecided. _ __;;;o...;..::..
70 
92.5 
7·5 
00.00 
oo.oo 
agree 
partial 
disagree 
undecided 
50. 
2.5 
2.5 
45. 
37-5 
10. 
00.00 
52.5 
60. 
00.00 
00.00 
40. 
50. 
2.5 
oo.oo 
47.5 
v 
Per Centages of £mswers for Bauhaus Theories 
Tetal Number ef Surveys: 31 
Hepresenting: Colleges 
A.l. Technology is a tool 
of art: 
A.2. Art is to be used by 
industry: 
A .3. Art is for all of 
society: 
A.6. Non-objective art is 
built upon past art 
& is a reflection of 
mass society & a new 
dynamics: 
. B.l. Art Courses Offer: 
A development to an 
aw::<.reness of art in 
everyday life of the 
students: 
B.3. The discovery of limit-
ations & possibilities 
of materials through 
stude~t experiment: 
71; 
Actual Practice 
58.25 
25.75 
3.225 
6.45 
74.25 
19.175 
oo.oo 
6.45 
87.25 
9.175 
00.00 
3.225 
55. 
32.25 
6.45 
6.45 
96.75 
00.00 
00.00 
3-225 
77.5 
16. 
00.00 
6.45 
% agree 
partial 
disagree 
undecided 
a 
p 
d 
u 
a 
p 
d 
u 
a 
p 
d 
u 
a 
p 
d 
u 
a 
p 
d 
u 
Ought to be in 
Curriculum 
29. % 
12.95 
6.45 
51.75 
32.25 
6.45 
9.175 
51.75 
45.25 
oo.oo 
3.225 
51.75 
25.75 
9.175 
9.175 
55. 
48.5 
oo.oo 
3.225 
48.5 
48.5 
00.00 
00.00 
51.75 
' 
Per Centages Df answers for Bauhaus Theories 
Total Number of Surveys: 40 
Representing: High Schools 
The following should Actual Practice 
be correlated: agree 
a. Music 60. 
b. Visual Arts 62.5 
c. SJ)ciology 30. 
d. Architecture 67.5 
e. History 55. 
f. Literature E>o. 
g. Crafts 57.5 
a. Music 40. 
b. Visual Arts 42.5 
c. Socielogy i2.5 d. Architecture Li. 
e. History 37.5 
f. Literature 35. 
g. Crafts 40. 
Total Number of Surveys: 
Representing: Colleges 
The following should 
be correlated: 
a. lVIusic 61..5 
b. Visual Arts 74-25 
c. Sociel.ogy 35·5 
d. Architecture 77.5 
e. History b4.75 
f. Literature 68. 
g. Crafts 51..75 
a. Ivlusic 42. 
b. Visual. Arts 48.5 
c. SeciolE>gy 29. 
d. Architecture 38.75 
e. History 38.75 
f. Literature 38.75 
g. Crafts ~2.25 
% 
31 
partial disagree 
15. % 1.0. % 
1.2.5 
30. 
1.0. 
1.5. 
1.5.' 
17.5 
2.5 
lO. 
1.0. 
7.5 ;. 
16. 
12.95 
29. 
9.175 
9.175 
9.175 
16. 
10. 
10. 
7-5 
10. 
12.5 
7.5 
Ought to be in 
10. 
5. 
10. 
15. 
16. 
10. 
5. 
Actual Pra.ctice 
310 225 
oo •. oo 
6.45 
00.00 
3.225 
3.225 
6.45 
Ought to be in 
9.1.75 00.00 
3.225 oo.oo 
1.6. oo.oo 
12 ""95 00 .oo 6.45 00.00 
12.95 00.00 
12.95 3.225 
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undecided 
15. % 
15. 
30. 
15. 
20. 
12.5 
17.5 
Curriculum 
47.5 
42.5 
47.5 
37.5 
47.5 
52.5 
42.5 
19.1.75 
I2.95 
29. 
12.95 
22.5 
19.1.75 
25.75 
Curriculum 
48.5 
48.5 
55. 48.5 
55. 
48.5 
51.75 
4. 
5. 
2. 
4. 
5. 
2. 
VII 
Per Centages of answers for other Art Education theories 
Representing: High Schools 
Total Number of Surveys: 40 Ough1 to be in 
The Fine Arts Actual Practice "urr~culum are .. -. 
a special field 30. %agree 47.~5- · %agree 
apart from comaer- 30. partial 5. partial 
cial or applied art: :37.5 disagree 7.5 disagree 
2.5 undecided 4~. undecided 
Non-objective axt 15. a 27.5 a 
is a severe·. break 27.5 p 7.5 p 
with accepted tra- 55. d 10. d 
dition: 2.5 u 55. u 
Art Courses Offer: 20. a 27.5 a 
Definite formulas 42.5 p 15. p 
for color, composit- :37.5 d !2.5 .d 
ion & technique to- 00.00 u 45. u· 
wards realism & nat-
uralism: 
Representing: Colleges Tetal Number of Surveys: 31 
Actual Practice Ought to be in 
Curri culuiil -
The l!'ine Arts are 45.25 %agree 29. %agree 
a special field 32.25 partial 3.225 partial 
apart from commer- 22.5 disagree 9.I75 disagree 
cial or applied art: 00.00 undecided 58.25 undecided 
Non-objective art 16. a 16. a 
is a severe break 29. p 12.95 p 
with accepted tra- 32.25 d 22.5 d 
di tion: 22.5 u 48.; u 
Art CoursesJ Offer: 9.175 a 3.225 a 
Definite formulas 32.25 p 19.175 p 
for coler, composit- 48.5 d 25.75 d 
ion & technique to- 9.175 u 51.75 u 
waxds realism & nat-
uralism: 
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VIII 
Per Centages of answers for other Art Education theories 
Total Nwnber of Survevs: 40 
Representing: High Schools-
The following should Actual Practice 
be separate courses: agree partial disagree undecided 
a. Crafts 50. % 17.5 % 32.5 cfo I 00.00 % 
b. Painting 52.5 10. 30. 7.5 
c. Art Appreciation j~. 25. 42.5 2.? 
d. Weaving 35. 20. 15. 30. 
Ought to be in Curriculum 
---
a. Crafts 47.5 12 •. 5 5. 35.-
b. Painting 52.5 2.5 5. 40. 
c. Art Appreciation 52.5 7.5 Io. 30. 
d. Weaving 35. Io. I7.5 37.5 
Total Number of Surveys: 
.ll 
Representing: Colle~es 
The following should Actual Praetice agree partial disagree undecided be separate courses: 
a. Crafts 64.75 % 16. % 3.225% 16. % 
b. Painting 81. 9.175 00.00 lb. 
c. Art Appreciation 64.75 ~ 6.4? 9.I75 d. Weaving 55. 12.95 It>. 
Ought to be in Curriculum 
---
a. Crafts 38.75 12.95 6.45 42. 
b. Painting 51.75 00.00 3.225 45.25 
c. Art Appreciation 51.75 3.225 3.225 42. 
d. Weaving 29. 6.45 It>. 48.5 
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IX 
Per Centages of answers for further informs.tion: 
Total Number of Surveys: 71 
Representing: Colleges and High Schools 
~. Is an art course: Elective Heguired Should be required 
83. % 45- % 41. %-
!' • Environmental 
factors influ-
encing answers: 
Scheduling 
69. % 
Pressure 
Per Centages for High SchoQls 
Total Number of Surveys: 40 
~. Is an art course: 
i'. Environmental 
factors influ-
encing answers: 
Elective 
go. % 
Budget 
70. % 
Community 
15. % 
Reguired 
15. % 
Scheduling 
87.5 % 
Pressure 
Per Centages for Colleges 
Total Number of Surveys: 31 
~. Is an art course: 
• Environmental 
factors influ-
encing answers: 
Elective 
74.25 % 
Budget 
58.25 % 
Community 
22.5 % 
Reguired 
84. % 
Scheduling 
45.25 % 
Pressure 
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~Sdg5 Limitations % ~'""'-:'-"'--. Admin. ,Policy 
42.5 'Jo 
Should be reauired 
52.5 % 
Bldg. Limitations 
65. % 
Admin. Policy 
40. % 
Should be required 
25.75 % 
5ldg Limitations 
% ~...:-:--Admin. Policy 
45.25 % 
CHAPTER IV 
EVALUATION AND RELATION OF 
THE BAUHAUB INFLUENCE •.ro 
A}lliRICAN ART EDUCATION 
It would be easy to avoid any concrete evidence 
pertaining to an influence in our society by realizing that 
the ideas brought to our culture are tremendously varied. 
Because of this variety,diverse ideas develop, grow and 
combine to become wholly new concepts. The Bauhaus theories 
define dynamic change as the character of mass society. With 
an evaluation and relationship of an idea like the Bauhaus, 
an intrinsic factor of our culture becomes apparent. This 
factor is dynamic change. If our society became static, it 
would cease to exist as a truly democratic mass society and 
could not admit of an influence such as the Bauhaus philosophy. 
The Bauhaus concept foresaw and has become a part of the great 
potenticdities of America that are continuing to develop. With 
,_' 
" 
these apparent factors used as a background, the following eval-
uations and relationships of the Bauhaus influence in our 
society, present valid and serious implications for our culture 
and education. 
In an evaluation of the Bauhaus influence the rejoining 
of the arts is evident in the ideas of many of the philosophies 
included in this study. Some of our educators, Ralph Pearson65 
for example, have taken Bauhaus concepts almost intact and 
applied them. The Bauhaus workshop practice has, for the most 
part, overcome a static teacher direction and developed an 
65 Ralph Pearson, ~ ~ ~ Education, Harper and Brothers 
Publishers, New York and London, 1941. 
76. 
experimental approach in art teaching. In an effort to establish 
art as a necessary creative fundamental to society, "art i'or 
everyone" has become a part of our Art Education in the 
General Education theory. The realization that we must pre-
serve an individual creativeness as part of our education the-
ory, was also a part of the Bauhaus idea as presented by Walter 
Gropius and his followers.66 Mass education, the democratic 
ideal and misunderstandings in application of Bauhaus theories, 
have created problems resulting from the Bauhaus influence in 
our Art Education. 
James S. Ackerman is aware of a part of these problems. 
He is aware of the dangers of individualism vri thout purpose. 
He says, "Nearly everyone believes in individuality, but one 
should remember how easily, we mistake the gesture for the 
real thing. In the art of the past we have confused it with 
the capacity to influence; in contemporary art we identify 
it with an easily affected noveity of technique or materials. 1167 
Ackerman believes this is the bogus individualism of the bo-
hemians. Individuality is hard won and impossible to imi-
tate. It is however a part of the goal of our education. The 
aesthetic concern of the Bauhaus for all of society has the 
same goal. It has become a part of our school curricula as 
pointed out by S;ibyl Moholy-Nagy. 11 The Bauhaus creed rings 
66 Walter Gropius, ~ ~ Architecyure ~ ~ Bauhaus, 
Charles T. Branford Company, Boston, Mass. 
67 James s. Ackerman, "Art History and the Problems of Crit-
icism," Gyorgy Kepes, (ed.) The Visual Arts Today, Wesley-
an University Press, Middletown, Conn. p 257. 
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through our college catalogues ••• the principle of training 
individual's natural capacity to grasp life as a whole through-
out the school instead of in a few specialized classes.n68 
Confusion and misinterpretation in the practice of 
theory come from a concern, such as Ackerman's. For example 
when he says, "We should be suspicious of any effoi·t to specify 
absolute standards of value, since it would be as unhealthy 
for critics as for artists to accept a common standard. 11 69 
With this valid realization, the Art Education interpretation 
of the Bauhaus philosophy has been misunderstood. The Bauhaus 
did not vlish to impose any specific style but to develop an 
organic unity of education, technology and society to have 
creativity and esthetics influence our culture as a necessary 
fundamental to society. To do this, however, we need some 
intellectual form, creativity is not developed by experiment 
with out purpose or relationship to other fields. This is vrhat 
Dorner means by the new dynamics; a sense of relationships.70 
Intellectual form is necessary within which a freedom of 
expression may develop. The purpose is creative control of 
technology. The term control is important, for one cannot 
control creatively, without intellectual form and understanding. 
68 Sibyl Moholy-Nagy, 11 The Indivisibility of Design, n ~ 
Journal, Co~lege Art Assoc. of America, Nelf York, (XXll: 
12-14, Fall,l96~.) 
69 James S. Ackerman, nArt History and the :Problems of Criti-
cism, tt Gyorgy Kepes, (ed.) ~ Visual W.§. Today, Wesley-
an University :Press, Middletown, Conn. 1960, p 267. 
70 Alexander Dorner, lb& ~ Beyond ~' Wittenborn & Schultz, 
Incorporated, 1947. 
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The purpose of the control is to avoid a stereotype that has 
no aesthetic meaning, as referred to by Herbert Read and his 
concern for value discrimination.71 The fact that we must 
develop the under8tandin.; of this problem of f·orm in rel~ :ion 
to Art :EdJ.C<=J.tion is evidence that; the initial Bauhaus influence 
is still active and developing in the original organic manner 
predicted by Walter Gropius. 
This need for further growth is voiced by Hin Bredenieck 
in an article 11 The Legacy of The Bauhaus." He writes, "A 
calm prevails today ••• the experimental workshop idea has be-
come a part of U. S. Education ••• Wh.at next?tt72 He believes 
that there is little carry-over in the relation between ex-
periment and purpose. In his view, "Education is essentially 
a concentration of practical experiences •.• to make an acceler-
ated accumulation possible.tt73 He maintains that in design, 
the end result is the main concern. In education, he emphasizes 
that the concern is 'ili th procedure. For this reason education 
must be different from the practice of design. He says, "··· 
we must aim at a deliberate concern with the intellectual as-
pects of design (in education}.u74 
His ideas are applicable to our General Education 
theories for Art Education. But these ideas appear to be in 
71 Herbert Read, "Art and Life", Saturday Eyening ~' 
Sept. 26, 1959, p 35. 
72 Hin Bredenieck, ttThe Legacy of the Bauhaus," .An Journal, 
College Art Assoc. of America, Ne'il York, (XXII: 15-21, Fall, 
1962). 
73 ~' pp 15-21. 
74 Ibid, pp 15-21. 
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direct opposition to the preservation of individual expression 
by attempting to put individual expression into controlled 
form, the aspect th~t contemporary education has attempted 
to gr01v a:rray from. However, Bredenieck goes on to say, "All 
this indicates a strong current in the direction of intellectu-
alization. A move, apparently a:rray from Art and toward Science. n75 
Significantly however, he feels that it is impossible to abandon 
intuition and feeling. In a manner then, we are beginning to 
inject more emotion into our scientific outlook with the 
growing liberal arts influence in our technological institu-
tions and more intellectual concept into our art, or art edu-
cation 1vith ideas such as Thomas Munro vrith related subject 
matter courses in art.76 
Bredenieck's conclusion'is that we must look again at 
the original Bauhaus proclamation. This proclamation is, "no 
distinction between the Fine Arts and the Applied Arts.u Moholy-
Nagy reiterated throughout his philosophy that there must be. a 
unity bet1veen Art, Science, and Technology. 77 In this aspect 
then in relation to this study, we are now beginning to realize 
the significance of the Bauhaus educators. 1ve have accepted 
their first methods; the workshop, experiment, individual 
75 Hin Bredenieck, 11The Legacy of the Bauhaus," A.t,:k Journal, 
College Art Assoc. of America, New York, (XXII:15-21, Fall, 
1962). 
76 Thomas Munro, 11 The Interrelation of the Arts in Secondary 
Education, 11 lvi th Herbert Read, ~ Creatiye Al:ll 1n A!neri-
.m Education, Harvard University Press, C&.mbridge, 1960, pp 16,1' 
77 Moholy-Nagy, Yision ln Motion, Paul Theobald, Chicago, 1947. 
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creativity and the need for art in society, novr ·we can begin 
to apply the rrhole theory of organic unity. To recall the 
factors presented in the opening remarks of this chapter, that 
dynamic change must be part of a mass democracy, then our whole 
culture is involved. The search for unity can be traced back 
to Plato. In the twentieth century it becomes evident as an 
extension of social and scientific revolution Hith the Bauhaus 
theory of organic unity and dynamic change or "self-change-ability." 
This in turn is related to the all embracing, magnificantly 
simple Einstein theory of unity.78 
Therefore, Art Education in relation to the Bauhaus, 
from 1950 to today had become increas inr;ly m·rare of a need for 
intellectual form coordinated with expression as ~_concern of 
this twentieth century sense of dynamics and unity. ·Paul "tieiss, 
writing on scientific ·and esthetic co-ordination formulates 
an applicable theory. 
"The lesson of a balanced viev-r of nature 
can thus be summarized in a formula vrhich 
bears a close resemblance to •.• and in my 
opinion is the root of ••• an e..:;thetic code: 
order in the gross, and freedom, diversity 
and uniqueness in the small, are not only 
compatible but ~re conjugated. This princ-
iple is exemplified in all processes of 
nature whose products have estn~tic appeal.u79 
A further aspect of the Bauhaus influence th~~ leads 
to confusion is expressed by Sibyl Moholy-Nagy. She says, 
78 Lincoln Barnett, lb& Uniyerse ~ ~ Einstein, Time Inc-
orporated, Book Division, 1962, lst published, Harper & 
Brothers, 1948. 
79 Paul Weiss, "Organic Form: Scientific and Aesthetic As-
pects, II Gyrogy Kepes, ( ed.)' The visual ~ Today, Wes-
leyan University Pre:Js, Middletown, Conn., 1960, p 184. 
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"Our inertia and colvardice to plead for the special priveleges 
of e:;,:cellence h:ide themselves behind protest against an "undem-
ocratic" discrimination and the hypothetical demand of the 
student body for skills and attitudes readily returnable in 
dollars and cents. 1180 She believes we have abandoned the 
creative thinkers for the trainable multitude. This same 
criticism and danger of dollars and cents value on esthetics 
was voiced at the beginning of this study in the philosophies 
of Walter Gropius and 1-ioholy-Nagy. Moholy-Nagy outlinine; the 
New Bauhaus concept urged the schools to remodel the ;rhole 
meaninc of art to one in 1·rhich everyone could participate by 
different degrees.Bl 
Moholy-Nagy understood that there would be few great 
artists as such, and that Art Education should allow for their 
development, at the same time formulating a curriculum for the 
growth of public values and discrimination to carry over creative 
thinking into related fields. This "problem of the dollars 
and cents value is further illustrated with Sibyl JYioholy-Nagy 1 s 
comment on our college programs. Her concerns are a plea 
that the, " ..• education or rather the initiation of creative 
design •.• must be ts.lcen out of the public college system •.. 
freed from the points and credits system.n82 Here then is 
80 Sibyl-I'-ioholy-Nagy, ••The Indivisibility of Design, 11 Art 
Journal,- College Art Assoc. of America, Ne-v; York, (x.XI'I: 
12-14, Fall, 1962). 
dl Moholy-Nagy, Vision ln Motion, Paul Theobald, Chiaago, III. 
1947' p 24. 
82 Sibyl Moholy-N~gy, 11 The Indivisibility of Design", I£1.9., 
pp 12-14. 
another problem exposed through the Bauhaus influence in the 
present desien of our educational system. Points and credits, 
become the same and result as dollars and cents when applied 
to the development of truly creative thinking. The vv-hole 
theory of grading and credits must change from a practice of 
absolute standards to one that allows i'or the development 
of truly original and creative thinking. Here is a problem 
in organic unity, posed and brought about by the Bauhaus 
influence. An honest aesthetic concern for society infers that 
our concept of education in regard to creativity and points 
and credits must resolve itself. This problem requires new 
studies in themselves as a present concern of Art Education. 
The survey of practical application of the Bauhaus 
principles revealed a great amount of indecision. We have 
accepted theory and are not certain of its practice. This 
factor if related to the problem of exce~lence in mass edu-
cation. Art Education as part of mass education is beginning 
to become aware of a difference between art in General Education 
and a need for ~pecial Art Education. The concept of free 
expression and the making of an artist of everyone as now 
practiced, generally, is not compatible with m8.S;.> education. 
A need for special schools for designers is not undemocratic 
but an extension of aesthetics for a mass society, in accord 
uith organic unity. The Bauhaus concept of unity allo'>vS for 
an originality lfi:lich is necessary for a democracy. It is 
important that this aspect of the Bauh<:ms influence in Art 
Education be understood. Here is a reason :Lor the conclusion 
of this study, that there is acceptance of theory but lack o.:i:.' 
understanding. The purpose of art in General Education is to 
develop an understanding and apl;reciation of ori;;in&li ty. This 
can be accomplished through intellectual form much better in 
mass education than in trying to mc.ke an artist o::f!' everyone. 
This i3 the reason for indecision as evidenced by the survey 
and relates to the problem of excellence. The figures revealing 
that the dichotomy of Fine Arts and Applied Arts still e::ist.::; 
is also 2. part of this :problem. The figures from -the survey 
may reveal, not a re:;ression to formalistic theory but a dis-
enci:;.antment ~rith present practice. T.Llis disench2.ntment may 
exist because the Bauhaus influence, as pointed out, has not 
been fully understood in its application. Experiment and prac-
tice of a makins of an artist of everyone does not carry over 
into a unity of creativity relatin_:s to other fields. The figures 
on environmental factors contribute to t_,_is dilemma. These 
factor;:; are not beyond ·the control of adm.inistr2.tion and society 
in general. A })Ublic misunderstc:.ndinc of the pUr}:lOS'e oi' Art 
Education as well 2.s an administrative misunderstandins, implies 
that Art Education h2s not made itself understood. A more 
intellectm:.l form of Art Education extending the Bauhaus theory 
of organic unity, could clarify the role of art in General Edu-
cation and the need for aestheGics as a fundamental to society. 
This total, social aspect of the Bauhaus influence in 
art seems to have been overlooked. The theory, again is ac-
cepted in all education, bu~ not in practice. The workshop 
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Course practice, then, is subject to further analysis. ·:J:his 
practice shoHld rel2.te to all other forms of education, not just 
the visual arts. There is evident in these evaluations a need 
to 1.mderst:.:'.n<l ·thut ~c1-ue originality is necesso.ry to society 
in all fields. This is accomplished if everyone develops an 
acceptance of this need. This is one of the purposes of the 
workshop or creative expression theory. T11is purpose must re-
late to other subject fields to justify its practice in General 
Education. 
The Bauhaus influence has created an acceptance of art 
as a fundamental of society. It becomes evident in the ev-
aluation that this influence to be 0.1 value must extend to a 
ttway beyond art." Art Education is a1,yare th2.t it must achieve 
!ilore coherence, as foreseen by the Bauhaus. The Bauhaus in-
fluence is still active for the next step is to put t~is 
broader realization into actual practice. The survey illust-
rates that the Bauhaus conc·e:pts are very 1n.uch a part of our 
Art Education. '.Che Bauhaus has affected sweeping changes since 
its beginninG in the early :part of thi::> century. 'These con-
cepts are still active and. developin,::; in ti.1e organic design 
foreseen by Walter Gro:pius. 
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CHAPTER V 
FUTURE DIRECTIONS 
The behavioral sciences, psychology, sociology, and 
studies oi..' perception indicate that the arts idll be tau1_:;ht as 
a basic subject. These studies predict an understanding of 
form and sound ·;.-i th their concurrent ei'fects on man 1 s behavior, 
that v-rill create a -vrhole ne1-v concept of education in the arts. 
This -vw~:ld be a natural development of ttorganic UJ:1i~c2.r" and 
the "nev-r dynamics, " as a grovrth oi' Dorner 1 s concept of the 
"way beyond art." This direction opens doors for the future 
of Art Education of stimulating thou,sht c-:nd further study re-
lated to the place of art in the fabric of society. 
The trend towards related teaching is beginnins to de-
velop in many of our instituti_ons. The philosophy of integrated 
teaching incorporation parallel ideas to the Bauhaus foresight. 
Esthetics is broadenin;s into ne-,; meanings. These new meanings 
are related t6 other fields such as sociology, law, mass tech-
nology, mass education, ethics and maso media. Just as lan-
guage is necessary to transm __ t knowledge so is the language 
of art necessary to the meaning of society. Classes that 
include music, history, visual arts, theatre, literature, dance, 
science, and philosophy are possible and are evolvin6• The 
use of new media: television, teaching machines, film, studies 
of perception and creativity; mass and individual psyc110losy 
are forerunners of the potentialities i.'or grovrth in interrelated 
education. 
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Related subject classes would require one or two dir-
ectors with a research staff. In our mass education media it 
is conceivable thc.t core classes of an interrelated t.)pe will 
become traveling units. Inevitable education is to become 
cooperative from one separate school system to another. Here 
is a creative uay to use mass media and mass tec1mology. Gro-
pius believed that mass technology was to be used by society 
for significant benefit as any other tool.83 Education can 
begin to control mass media, creatively. The use of museums 
for dynamic influence in society, a3 predicted qr Dorner, as 
mentioned in Chapter II of this study, is an example of the 
developins interrelation of art in society. 
To implement . a group of related programs liOuld take lieeks 
of planning and design. Of necessity they would be mass pro-
duced. In Bauhaus tradition tnis could be a creative use of 
mass production. Quality would have to be maintained for 
the results would quickly manifest themselves in the carrel-
ation with other separate subjects throu~hout a related edu-
cational system. This infers a raising of the standards of 
teacher education itself. 
Art Education can become responsible for the form of tnis 
type of education if the Art Educaccion field becomes more 
understandable, and significant to General Education. We have 
new materials which have revolutionized art forms themselves: 
plastics, light, motion, electronics, controlled psychology, 
83 Walter Gropius, The New Architecture and The Bauhaus, 
Charles f. Branford Company, Boston, 1-lass. 
87. 
sound and automs,-tion. Imagin~.tion and esthetic understanding 
wi~l relate these to Art Education. The concept of the use 
of these ma terh.ls was forecast by the Bauhaus and they are 
being used by our industries and sciences with success and 
imagination. Art Education must inevi ta-oly, be in the fore-
front of the creative use of the new tools wnich it has helped 
to develop. 
The formal structure of our educational system will change. 
As previously referred to, the points and credits system, as 
related to creative thinking, suggests a new direction in the 
structure of education. 
A significant problem, within the field of Art Education 
is related to the dangerous concept of status in education. 
. - ' 
The developmen-t of social values and discrimination relates 
to fund2,mental esthetics. ·:rhis problem indicates further 
study and direction for the influence of Art Education as re-
lated to society. 
Further change in educational structure is indicated by 
the adjective, mass. The size of our system indicates a new 
form of teaching th&t c2.n preserve the individual uithin a 
mass framework vlhile producing education of quality. This is 
related to the original Bauhaus concern of esthetics and mass 
society. This problem demands continual change of the form 
of Art Education. 
Continual sociological change indicates si,snificant dir-
ections for Art Education in relation to the creative use of 
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more free time, entertain:uient and the raising of m::.:,terial 
stc:.ndards. The needs for creative meaning related to the 
individual was foreseen by Schiller. 
u ••• the esthetic creative impulse is 
building unawares a fluid joyous realm 
of play and appearance, in which it re-
leases mankinQ from all the shackles of 
circumstances and frees him from every-
thing that may be called constraint, 
whether physical or moral ••••• to grant 
freedom by means of freedom 1$ the funda-
mental lav; of this kingdom.n84 
' . 
The new dynamics are a part of our environment. The 
actual practice of dynamic ideas are evolving from theoretical 
acceptance. The men of the Bauhaus have had a far reaching 
effect in directin6 and maintaining American Art Education 
to1vards the future. The potentials, intrinsic to an. under-
standing of "a way beyond art, •• indicate a formidable respon-
sibility for the future directions of Art Education. 
84 Herbert Read, citing F. Schiller, ttThe Third Realm of Ed-
ucation," ~ Creatiye Am in Affierican Education, Harvard 
University Press, 1960, p 60. 
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APPENDIX 
HIGH SCHOOL LEVEL ( ) COLLEGE LEVEL ( ) 
The questions may be quickly checked under the numerals. 
1 = agree 2 = partial agreement 3 = disagree 
There are two columns to check: one for your answer, the 
other if the idea or theory ought to be in your curriculum. 
A. DOES YOUR ART EDUCATION 
CURRICULUM AGREE WITH 
ANY OF THE FOLLOWING 
THEORIES OR IDEAS? 
1. Technology is a tool 
of art. 
2. Art is to be used by 
industry. 
3. Art is for all of 
society. 
4. The Fine Arts are a 
special field apart 
from commercial or 
applied art. 
5. Non-objective art is 
a severe break with 
accepted tradition. 
6. Non-objective art is 
built upon past art 
& is a reflection ef 
mass society & a new 
dynamics. 
B. ART COURSES OFFER: 
l.. A develepment to an 
awareness of art in 
everyday life of the 
students. 
2. Definite formulas for 
color, composition & 
technique towards re-
alism & naturalism. 
3. The discovery of limit-
ations & possibilities 
of materials through 
student experiment. 
1 2 3 
95 
Ought to be 
in curriculum. 
1 2 3 
c. THE FOLLOWING SHOULD BE 
SEPARATE COURSES: 
a. Crafts 
b. Painting 
c ·- Art Appreciation 
d. Weaving 
D. THE FOLLOWING SHOULD 
CORRELATED: 
a. Music 
b. Visual Arts 
c .• Sociology 
d •. Architecture 
e. History 
f. Literature 
g. Crafts 
E. IS AN ART COURSE OF 
ANY TY.PE: 
BE 
1 2 3 
Ought to be in 
CurriculUlii. 
1 2 3 
( check any or/all) 
Elective ( ) Required ( ) Should be 
Required ( ) 
F. CHECK THE FOLLOWING ENVIRORMENTAL ]'ACTORS INFLUENCING 
THE AiifSWERS : 
____ Budget 
Scheduling 
--------Bldg. Limitations 
____ Community Pressure 
___ __;Administrative Policy 
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